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il teEnturies, there has besn a battle regarding the creative process:

mind versus senses, knowledge versus instinct, legic versus intuition.

glemente, although now recognised as ecva ma At n S the

devel opment of the creative indiwvidual , are still the subject of heated
debates concerning their relative importance. Their role in the

Creative process have vet to be defined, and boundaries of their
Characteristics have vet to be established. Continued conflict im this
area has had considerable impact on the development and recognition of

the highly motivated i i obthe creative figld,
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Massily kandinsky was ane such individual whese creative plroocesses

’

arQuments., Fandinshy '= circumstances raiss the

guesticn of antagonism within the creative process which denies the
individual , as well as society, the coportunity to attain full

21, in his creative efforts, Kandinsky scught to overcome the

ot thess contlicts. Throughout his careesr, he constantly
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which must be accepted, especially in the arts. Thic paper will

illustrate, in part, the edtent to which Handinsky's werd defended such

rmly did FHandinsky claim that divicsions over creative

were hindrances: but he maintained that once thecse

characterist
elements were clearly defined the creative individual could proceed

the lines af physical , mental , esocial and spiritual

between logic and intuition
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lite of an individual like Eandinsky,

further 1
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gt may he shed on these creative elements and their impact

the creative process.
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Chapter I Intellectusl Characteristics
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'here have been Various ways to study the creative process. Fhe most
COMmar  wan v

has been through 10 tects, achievement examinations and

stimuli-reeponas statisticyg. Theze tests have provided some skeletal

information at hest. However , there are zome inadequacies which must he

taken inmtao consideration when consulting the results. First and
foremast, all the tests readily admit that the nature of creativity is

difficult to measure in a testing environment. Second, most of the

content af the evaminaticne are structwred for one correct ancwer. Thics

proclaim multiple soluticns to s question. Fecently, attempts have been

made to develop "oreativity teste” which would measure more accurately

characteristics thought to he assaciated with the creative process.

-
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ps a result, thersfore, some interesting observations have been made

which will hbe campared to Fandinshy ‘s creatiwvity. Through this

comparisaon, one may then +ind a framework within which the separate

features of the creative pracess amd ite implications are borne. At
f

thi=s stage, however, a definition of the creative process ise needed to

begin to understand it
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El"l!i
ﬁ is too limiting to evaluate creative potential which is more likely to
i'igii

{

-..-the emergence in action of a novel relational product ,
growing out of the unigueness of the individual on the cne

hand, and the materials, events, people, or circumstances of
his life on the cther.” (2)

Imn this definition., C. F. Fogers calls attention to two parts which are

escential to the background of the creative thinker.

The +irset part is gach individual ‘= personal makeup which plays an

igportant rale in creative aphitude. Thise "makeup" of a creative

4



ikl Sl el S Case., Handinksy) can be found by leocking at four
Areas of the intellect which Jd. F. Guilford designates as: figural,

semantic, symbalic and behavarial

I}

The creative pereon has the @hility to identify perceived elements by
intense physical scrutiny. This individual not only recognices various
properties about +he ohject but also groups together cemmon elements
Wwhich the cbiect may have with cthere.  Guch an individual enjays the
technical disipline of being competent in & skill, as Fandinsky was with
rainting, in order ta creste, This discipline sharpens the creative
PErson’s ahility to visualise which, in turn, makes him more thoroughly
aware of hie envirocnment and the Auality of material which is at hand.
Such discipline aleo refines the creative individual ‘e craftsmanship to
the point where it hecomes second nature. Thus the =kill to cbserve and
physically coordinate becomes highly developed as does the ability tao

concentrate without distractian. The fluidity of asscciations that the

creative individual experiences in a creative act can also be added tco

i

these gualities. All these features compirise the creatiwve individual ‘=

figuwal imtellect.

In studying the creative person’'s conceptual {or semantic) range, one
realises that a high fluency in such an individual ‘s thinking cccurs.
The creative individual isg, theretore, abhle to both analvee and
synthesiss when praoblem sclwving. Thus originality in the cemantic
category lies in the ocreative person’'s spontasnocus and adaptive
flexibility. Buch an individual isc more tolerant of ambiguities, quite

comfortable with reflective thinking, and most important, possesses the

evaluative sensitivity to recognise when a probhlem exists.

1
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« the creative individual ‘= percepticon of symbolisem is highly
devalmped. The atxility to redefine rather than remain fixed is

freval ent The el aboration aof figural and conceptual material by means
o MEMD Y ard evaluation enahles the creative individual to bring out
Ehe intrinsic feature of whatever is at hand. With this internal
vacabulary intact, the creative individual is able to select and
emphasise "the essence” which provides the aesthetic quality to the
Creative pracess.

When examining behavioural traits, cne recognises the creative person‘s
ability to withdraw from the ocuteide world through concentration and
speculation for long periocds of time as a dominant feature. This trait
demonstrates a strong and sometimes deominant ego, full of inner
resouwrces, so intellectually self sufficient as +o appear eccentric. In
centrast, ather perecnality characteristics are an adventurous spirit, a
strong independence of mind, and a willingness to overcome numer ous

hardehipe and sccial animosity in pursuit of s "oroject”. Emotional

csensitivity 15 the most decicive and debatable behavioural trait of the

creative individual because this is where the function of anxiety and
tension, in terms of creative etfectiveness, is ascertained. L)
Unfortunately, little more than "romantic gpeculation” {5) has been
pursued towards this behavioural characteristic., Frobably utmost in the
behaviow al aspect is the strong motivation which the creative

individua
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eeeses tor sgeld actuaslisation. To become cne's fullest

potential 1is a consistent bhehavioural trait of creative thinkerso,




Chapter 1 - Footnotes
i " e
there was a moratoriuwe’ in Morth American peveholaogy aon inner

exdperlience, and thizg included imagery. During that pericd, not a
single ook was witten on the subject.!" Sister Futh Dumas, F.5.E.,
"The Use of Imagery as a apy Technique”, p. Iy

‘s oand 1940, with the emergence of behaviourism,

%

Tween the

it would be interesting te study the effect this moratorium had
wmrld wide on research regarding the creative process.)

2oL EC Verhon, Creativwity, p-. e

B Although "there is no factor-analytical resulte that would justify
fointelligence [behavicurall,...there is encough
inftormation from ather sowwces to Justifty the addition of =such &
EliactERaditactaire i eEheary S Thidld s Qs 181.

such a cateqory

Hecause the mature of this study is to include the inherent
characteristics of Fandinsky and the creative proacess, the
behaviowral aspect needs to be mentioned for a complete picture.

Mote the use of brackets [1 in which I inmsert my explanantions of

P

terms within a quotation or reference.)

: ; S "..oo1t de probahkly in this respect that ocreative scientists and
artiste diverge most markedly....many different explanations,
tempermental . scciclogical and economic, could be given for this

greater susceptibkility to nervous disorder among artistic than

amang scientific geniuses. In thie ephere the great wits to
madness near allied contention has most plausibility, but has

lithtle explanatory value." Ihid., g. I

1 Flmad.




Chapter I1: Historical Characteristics

Continuing with Roger 's definition of the creative process, the second

1l

factor includess the histoary swrounding an individual - "materials,
events, people, or circumstances". By taking into account the role that
creative thought plavs in history, one may grasp the extent of

Fandinsky ‘s creativity in relation to the time and place in which he
1iwved. Therefore, a brief perusal of past philosphies should provide

ie for understanding how the creative process was viewsd when

applied to Handinsky's lifetime. It should alsc bring forth some

i

i

aspects as to whether he was, indeed, an exception or more of

an evalutionary element for his time in histary.

One may o hack as €

ﬁ
0
mn

prehistoric cave paintings to illustrate the
beginning of civilisation’'s initial desire to e creative. Mot only was

there an inventiveness

_..,.
[l

record what had been ocbheerved with the
materials at hand but there aleo eristed a belief that nature was
synonomous with magic. Furthermore, the entire trike, not just
designated individuals, were involwved in the creation of these visual
symbol s. B0 one witnesses, at the primitive level , the creative need in
bumanity: the akility to vicualise and the =kill to adapt materials to
nesds. Whern & desire to communicate was added, whether for spiritual or
historical purpose, in which the entire commpupity inwvalved itself, one

then recognicses the ectablishment of a unified, creative enviornment.

Froceeding in time, one notes that the Egyptians further enhanced an

allegorical language for religious and historical purpose through their
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Ehllltul apprecilation of fine craftemanship and guality of materials.
Here again, art was not separated from their religious and politica

attitudes. Inetead, their visual development was simply stvlised intao

symhol e for such accommadat i on.

During the Classical Gresk pericd, & tremendous development accurred.

Misualisation had coupled with concepts to challenge the simple

i

recording of ohservation o symbaolic stylisation. Observing nature had
arown firom obhiect iderntity to interest in the cyvclical pracess of
arowth, seasonal change, and the regul arity of behavicws in nhysical
things. BE a result, one was now aware of the relation between the
image and that which it Femresented. Ferlity and illusion were
recognised as conceptual entitiec. The Pythagoreans were probahkly the
first to use what later became known as empirical discovery in an effort
to find greater underlyving order. This eventually led to ideas such as

unity and duality in subjects like ethics, astronomy and music.

Flatoc further enhanced the Fythagorean methods to incorporate anamnesic

recollection) (1) as a means 2y which a sequence of logic is
discovered, a forerunner to ctenvergent thinking. His use of memnory with
reasening would later become an an important characteristic of creative
devel opment. Homeever , at this stage, Flato was more interested in
isswing principles to follow hi= rationale. Far example, Flato believed
that the creation of beauty must have order and symmetry by measure and
proportion. Heauty was in simple things, the slementary qualities of
Sense erperience. Flato then claimed that artistes were concerned only

i imitating the appearance of a particular form rather than dealing

with universeszsl truthes, 12) Hence, he declared the visual artist
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=etially superflucus, necessary cnly in the function of craft work. (3)

this founded the beliet that the social responsibilities of art need to

be regulated by superiar beings in crder that the arts maintain a
Fational function an Society. £

,

Although Aristotle did little directly to ch e Flato’'s stance

iy

i}

regarding the arts and ites social position, his break down of the
Creative processe inte three gdivisions: knowing, doing, and making
provided the arts with some intellectual recognition, however basic.

F o instance, these areac were fuwrther subdivided into four causes which
strengthened the arte by application: material cause Lmateri=all, formal
cause [compositiconl, efficient cause Emethodl, and final cause
£ju5ti#icatimnﬁpramf of sndeavow- . {3) By this process, Aricstotle was

able to correct Flato’

in

conception of the artist as an imitator of the
particular alene. Aristpotle ochserved the artist to be imitating the
universal form as ceen threough the particular. In modern terms, one

would find the

n

pression "hringing out the escence” caming to mind.
From this point, Aristotle then added that not only knowledge of cratt
Wwas necessary in the arts but "true general knowledge of certain

peyochological mechanisms — catharism” (&) wacs needed as well.

b
Tl

ig, therefore, evident that Classical Greece gave us the beginning of
formistic [or imitation] theory, increased visualisation to include
concepts, trained ouwr empirical discoveries inta legical order,
recogniced the [imlposseibilities of subjectivity, duality, and
relativity, gave percepticn a memory capability, and delegated articte

T a social role somewhat 1owsr than prehicstoric times had awarded.

i

]

Thi age also began to realise the capacity for associaticons and ideas

i



#liate - the moros universsal , the more applicable. And probably
N g b y 5 ; : G - - i A1 o
MESL Ampartant to behaviourists, the psychology as well as physiology of

actions were introduced as important perceptual devices.

At the beginning of the Middle fges, the fathers of the Christian church

had rejected anything coming from the Greek era as too corporeal and

pagan. the Greeks, accarding to the church, left little time for
criginal reflection. Therefore, the Middle Ages directed the creative
frocess in visual arte to develop one's skill not ornly in craft hut also

i symbol .

Later on, S5t

- fugustine resurrected the Flatenic theary aof beauty under
the guise of the sublime which reguired similar gualities of "umd by,

equality, propeortion ard order’. {7) The difference was that art was

no longer worldivy imitation. In other words, this era’‘s contribution to

the creative pracess did not come frrom chservational development. The

chwreh wvirtually put aside any yrealistic reference as & necessary par-t

of the reascning procedure. Fhyvsiclogical and pevchaological

chesrvations were ignored for the favoured Chrietian contemplatian. It

imitated the order and unity of the Sublime as designated by the church.

Through this wvariation, the Middle Ages continued conceptual devel opment

vig—a-wvis an analytical method.

Howewver , this emphasic on reflective thinking developped the ability

toward inner concentration and abetract specul ation. Hecause perception

continued to develop along symbolic lines, ideational tluency
progressed.  The Middle fge’'s ability to elaborate, by symbols

B 0y S, wWas as

important a ftactor in creative thinking as the classical pericd ‘=

sk
s
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Bl st et - ical discovery had been.  Con sequently, Flato’'s
o md em atuired & spiritual direction, possibly the beginning of
mystical aesthetice in western cultwre.

Hy early Renaissance, Marsilic Ficino had once again applied Flatonic
toncepts of beauty to human terms rather than the Subklime. EBut he did
retain the medieval practice of contemplaticon through disassociation
Wwith corporeal things. By an inward cencentration which released the
soul from the body., reflective thinking was maintained. The difference
Was, however, that it toncentrated on the inner man and his relation to

the world around him rather thamn man s relaticn to the church. R)

Here is where the connection between the growth of visual arts and
empirical science became interweven. Duwring the Fenaissance, the helief
was that, in order to create an accwrate illusion of the visible world,
one must understand the fullest dimens=icon af mature. Ae a Renaissance
thinker, Leonardo Da Minci rejected the traditional medieval distinctian

hetwesen mechanical [oraft’

e

and scientific Cphilosophical ] knowl edge,
knowledge from experience versue knowledge independent of erperience.
He insisted that both empirical discovery [Fythogareansl and formal

thinking IFlatoc and St. Auguetined were involved in painting "as in any

worthwhile figld”. (NS GGy ical concern for human mechanism thus
returned to its priginal intent, which was to include the elaborate

study of &ll aspects of life form.

Here too the laws of mathematice united with visual perception to create

theories of perspective and proportion. Da Vinei was probably the firet

pereon who tried to systemice painting in ocorder to legitamice its
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Creative oracess, He waids

"Fainting is a sCilence because 1) the principd es of
reEpresentat

treatse the

are capable of systematic formulaticn; 20 it
Lon of bodies and - apidity of their actions:

tical since it treats all continuous guantitie
propomrtiones af shadow and Light, though it i
even greater than arithmetic ar geometry because it include
ualitiess as well a2 quantities.” (10)

L0

s mak

mom

as mwell s

=

Loaking at the Fenalssance, ane finds its most important devel apment

Was lte general humanism, Creativity, at that time, refuted divine
inspiration, whether it was i the classical =ense or medieval sense, in
tavour of genius innate ir man. Hecause oreative endeavours were being
systemised at this time, the Renaissance may have heen the first
historical pericd which coansidered creativity as a process that an
individual was able ta develop by training. The Fenaissance was alsoc a
time where the behavioural growth of the creative individual excelled.
Strong eqo and self sufficiency were definite requirements of the sra.

Becauwse a liberal breadth of knowl edge was neesded, divergent thinking was

i

ceqinning to appear as an important asset. The reliance on inner

]
it
]

{37

1

mplation had developed a self discipline which was neces=ary to
Pursene empirical studies in the depth and with the skill which the
creative individual in the Fenaissarnce wac capable of doing. 8lsc of

importance, one sees the maturation of classical ideas begin to take an

organistic sense instead of a formistic one. For example, the comparicsan

of art ta mathematice and svetematic reasoning or the idea of motion and

A
T

peyvchology of action to art was developed to the extent that

"LLaevery detaill functicned as a sort of purrpose which
demanded satisfaction in the complementary functioning of the
sbher details. The result i= a cumulative caticsfaction of
these many little purposes fFinding their many catisfactions

throuoh the organic structure of the whale, There is a
feeling of satistied purposiveness provided internally

15
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Fhus by the time of the Fenaissance, the ability to synthesicse as well

A% analvyvse had hecaome important in creativity. All this strengthened
the

individual o perception as well as reasoning abilities.

Unfortunate

Was mroaduced - the poawer of imagination — had vet to be distinguished

& factar in the Creative process,

Meving on to the Enlightenment era, one sees how creative thinking

progressed in the two schools of Deccartes and Hacon by the age’'s high

rFegard for the [

assical era. Hazed on such a premise of reasoning,

Descartes’ deductive method suggested a universal application of

~e2ly, the connection between what the artist gathered and what

as

mathematics to the innate properties of knowledge rather than empirical

studies. Un the other hand, Bacon called upan the need for empirical

study to involve peychological processes in the creative procecss, Thai

ie vet anpther aspect originating with Aristotle’'s cathariem.

.

Descartes’ and Racon's followers aleo considered, for the first time,

the idea of the imagination.

"It had been... commonpl ace that the mind somehow had the
Capacity to rearrange materials of ite exdperiegnce at least
within limits set by logical conslstency but seventeenth
century thinkerse hegan to take seriously the passibkility that
a more edact and searching process might throw light on a
numbier of problems between art and other enterprises of
civilized man such as science and religion. " (12)

While Cartesian tradition considered imagination to play a very

subordinate role, along with sensation in the acguisiton of true

=
=

knowledge, Bacon’'s following regarded the peyvehological characteristice

of Amagination esc

=ntial , especially the role of free ASECCE1 ation.

e



Lochke furthar contributed to thie ldes of assoclation by pointing cut anp

individual e irnmate need for composition, a desire toc combine simple

EREERCEEOI S ferent tonss . 1T

= 8 Fesult, 3 whole rew line of thinking was beginning to formulate in
this era of Enlightment. An interest in the comparison of ideas and
Ehedr cannections, naturally or kb chance, was emerging to compete with
the Cartesian "legic begets logic” way of thinking. Whereas in the
Fenaissance, the abildty

to synthesice had begun to be recegnised as a

factor in creative thinking, the Enlightenment had given synthesis

comparable importance to that of nalysis.  For reason [acquisitive
knowl edge and Empirical recordingld, the required standards of clarity
and precision were neavily gualified. However ., far wit Lentertaining
knawl edge and sensational recordingl, there was no need to justify hy
deducticon what assoriations were being expressed. Thus human creativity
had reached the level wherein it recpgnised the role of the imagination.
By doing so, the need to tolerate amhiguities of elements and concepts
in ite learning process weres devel aped. However, where the Renaissance
had interlocked the arte and sciences, the Enlightenment began to
separate bthe two. Conseqguently, creative thinking was well on its way
towardes the concept of two distinct languages: the metaphor - language

of art, and the literal - tanguage of science. (14)

The next pericd was one of Idealism and Romanticism. One important

Characteristic was the emphasis on what may be termed aesthetic

hedonism, probably a carryover $rom the Haconian idea of sensational

recording. Fant became Idealiem’'s central tigure by delegating to

Pumarnilty three nodes of consciousheses knowledge, desire and teeling.

1]
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SRhteEpts but with the (=5 e L (lle In octher words, cognition required the

tension as well &5 the interrelatedness of imagination [the ability to

1l
]
<
&)
=

T
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tooether the different forms of cernsesl and understanding [the

ability b yeal

7 dnlm late these features by means of universal concepts],
Therefare, pleasure, EEpecially assthetic pleaswre, was the result of
this union, not nNecessarily harmonious, af the properties of imagination
With that of understanding. With this in mind, Schiller introduced the
Play impulse. M= found:
==~ 1N these activities (that pECuliar combination of freedom and

hecessity that comes in the veluntary submiseion to rules for

the fun of it) Intimaticne of that higher spiritual

synthesig, ... only in this ceondition are both the sensucus

and the intellectual sides of man kept in free harmonious

relationship.” (15)
Fant ‘s idea that the mind would try to create order fram any impressicong
was further devel oped by Hegel whe "traced the development of the humarn
spirit from mere sence BXxperience to absplute knowl edge". {16) Hegel
considered that the individual paseed through an xternalisation of the
empirical senses [inductive ordering of empirical discoveryl to return
tao ite cwn =elf Conscioueness, & Figher level of realisation. This =el+f
realization involved the subiective mirnd Eindividual], the objiectiwve
mind [Statel and the absclute mind [concrete universalsl. (17) This
contextual conception took a certain amount of time tao fully realise,

perceptually, and thus Gave & dyvnamic feature to the creatiwve process.,

Hy the time of Tdesl 1 em, fluency in thinking was at ite height The

by
u
73
A

e end to the expansion of @Esctlations and ideac, AN interect

the psyochal ogical LEnlightenmentl and intuiti ve properties were undey

rigorous investigation. Thies ohijectivity of =glf CONEClousness wac



Y far the creative Lrichi widual to estabklish "disinterestedrnese”

1n whatever element wae to be puwrswed. Ry the time of Idealism,

Creative

n

thinking had pragressed in the development of classical

analysis which Fegarded the idea and the medium to be held in perfect

-
o
-
.-
-

igism, thern, was ready to procesd to the stage where the idea

ated the mediwnm, Thus spiritualization began to be esplored more

Fl e, Fypical of Fomanticiem's ideclogy, Goethe described a perfect

formed its own environment and laws in order to function according to

i

the spirit of ite creator. 118} Thus intuition had gained important

cognitive status. In fact

1n

» Fomanticiem went even further in ite

e

reference to the inward wogid., Aristotle’' s idea of katharcsis wacs

r
in

stretoched tp its limits to order to provide art with another important

Criteria — sincerity.
B0, in Romanticism, the creative frocese had continued to redetfine
empirical methode of discovery, investigaticon, and problem solving. Bty

now, Creativity had developed a high level of expectation for

L.

creative ipdividual ‘s twe strongest impulees=: the need to order

sicall and the need to play LEnlightenment]. Surthermore,

moment rather than some ideal versios. Thie opened the door towarde

mere Cclarification of which had no prior category of

defimitdon., Therefore, the most important contributicon of this period

r

te attempt to find a Languags that would

o creative thinking was 1

-

(REECZENERRED)D

A i e e e e e i G N S

wark of art to ke an undertaking of the human soul in which the creation

maltiplicity and ambiguities. The Fomantic era extensively advanced the

Fomanticiem had begun to explore ohiect and tame for what it was at that
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1mpase an understanding of the events and ohiecte on
Ehe forms. [Cassirer sald that art, science, and language placed one not
Orly in the universe kot in & symbolic universel. He claimed these

Bndeavours not to he imitations but rather discoveries. (Z20)

Thus, hy

Fandinsky ' = lifetime, Modernism had culminated a history of

tireative thjnhjng" It had arm innate desire to vieuwalise and communicate

that can he traced to prehistoric scciety. Ite conceptual growth by
Empirical method, although constantly under redefinement, could he
arvarded to the Clazsical ersa. Evern FModermism e questiorning of the

sorial responsibility of the artist echoed Flato' = conslrderation of the

social implications of the ArtE. Inmer reflection and speculation of

the Middle Ages were no langer inhihitive but poseibly & basis for

Moderniem' = attempt to develop an aketract language. Furthermore, if

the process of abstraction can be defined as the ability "to separate in
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gption: to cansider apart from the material embadiment”, (21)

ther the twentieth centuwry ‘s approach to abstraction cam be traced back
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were trying to rationalics properties of creativity by scientific termes.

Twentieth century technology just rovided a wider range oaf

-

=tigation. As a result

s
o

i

ill

» Modernism’'s speclalisatian challenged the
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swnthesis that the divergent abilities of the Fenaissance had

et ed

ted. The perimeters of the imagination that the Enlightenment had

.

s straongly strecesed were being challenged as never hefore in
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Fandinshky's time. The tension of freedom and necessity that Idealism

had made chbiective was mow ready for Modermiem tba make =ubjective. And

‘e contemporaries found themselves exploaring Romanticiem' e

metaphveical role of feeling as well a= the existential concept of time

—
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SRt e el ght againest the materialism that Ploderniesm created,

In short, Moaderni sm was & period when the particulare or elemente Came
it bhe Forearound with each i1em emphasising itte claim to order of
lmportance hy staggering degrees of analytical justification. Each
field was by-ahken doaws to its simpliest camponents and sometimes new ones
Were created, especially in the realm of emotion, psyvcholagy and
mysticism. Theories successaively revolted against each other
Practically as coon as they were put forth. All this was the g curn
Work to produce a creative identity separate from the past, unigue to
its time, and Ppure to its endeavours, Conceptual 1y materialistic,
Moderniem sought rertection by order, clarity and PUE 1y, In the wisual

L it concentrated aon a thing made rather than a

—

artgq thise meant tha
sSCene represented"”. 22) Maoderniem = sensibhility relied on being
innovative in its approach to basic elements and new technolagy. Thus,
originality became the setandard by which creativity was to be related
and appreciated. Intuitively idealistic as well, creative thinkers had
some balancing te do with these new priorities. Theretore having

developed a strong affinity with the empirical method with definable

cte, the creative indiwviduales of Eandineky's time pursued the

indefinable by using similar procedures.

Modernism was the period in which Fandineky 13ived. And although the

i

materiale and technology may have been innovative for his time, the

philosophi=zs and sciences which interested him were more evoluticnary

H ;.

tharn unigue. Ae de evident i hils sstensive range of study, he had a

N =

solid background in the past phileosophies and read whatever was

availabzle or cwrent trends. Iheretore, one may conclude that Handinaky
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and theories.

ertent of these influences combined with
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in the shock of cur Barth, cw souls which beheld the Forms

directly, Feprress this memor-y. But it can be recalled, and when
recalled, it constitutes true knowledge. " Momroe C. Beardslevy,
nesthetics From Classical Greece To The Fresent, p. 40.

it hout going into detail about hkic battle with the Scphistse who
tended to mystify the oreative Procese and drew from ambiguities in
experlience rathor

declared human creation to he imitation that was either functional
o deceptive "choosing between pleasure and truth®. Thids, m. &9.

T
HH

e than a logical process, one finds that Flato

i}

ir general, folk art and simple handicrafte would espress the
assthetic tisfactions of hics [Flato’'sl] ideal pecple.” Iris
Murdoch, The Fire amd The Sun, bhy Flate Banished The Artiste,
EBERELAE

"I ik [artl was to be censored andg restricted, he [Flataol believed
himeelf led to thi pasition by rigorous logical inference from the

natwe of art and the nature of a good lifte." HBeardsliey,
pesthetics, p. it

Ibid., p. S5&.

Ihdd. ., pp.

L

B PR

,...
e
]
bot
Al
T
-~

For instance, instead of the two-dimensicnal symalism of

Middle fAges, painting was Characterised, as obhserved by Leo
Alberti, ™ as & window through which we look out inte a section
of the wviceible worlad”., Erwin Fanofeky, The Codex Huggens, p. Sty

)

Beardsley, fssthetice, p. 126,

Weilels o o il

Henton, Milliam and Benton, Helen Hemingway, "Aesthetics”,

Encvclapedia Brittanica, MHacropaedia Yalume Ly Ee UEEs

Reardsley, Aesthetics, pp. 168-169.

"In this faculty of repeating and joining together its ideas, the
mind has great power in varying and multiplying the objectse of ite
thoughts, infinitely beyond what sensation or reflectien furnished

7

LA AR Ry A et R T
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=heyolopedia Brittanica, Macropasdia Volume 14, p.
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pesthetice, p.

Fremnch contemporaries’

Becavsee of this View, Goethe hat

ring the act of artistic
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ion of "composttion” in
Creation:

n
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~ecCOmpoDsEition! as it it were a piece of cake or biscuit which

has heen stirred together....it is a spirituwal creation in which

the details as well as= the whole are pervaded by one spirit...the
o

power of the daemonic spirit of genius." Ibid., p. 260,

Mandinsky 's pwn aversion to the word ceomposition may have been

based on (Geethe s wiritangs. )

gl SZ26.

T .. 2L . o i Loy o - - I - 1
---the varicus symbolic functions are refractions of something

beyond, inescapable if there is toc be vision at all, the

philosophers of symbolic farm can only discover the indexes of

retraction, their laws and 1ties....Language and Science are

abbreviations of reality; ort is an intensification of reality.”

bl San.

Mawryce Tuchman, The Spirditual in Art, p. 367.

=y

Richard Hertz, ed., Theories of Contemparary Art, p. =.




FART Thd: BIOGRAPHY OF KANDINGEY S CREATIVE DEVELOFMENT




Lhapter I11: MOSCOW (18066—1894)

Borm on December 4y, 18&6, in Moscow dwring the time of retorm under Czar
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Sily Fandinsky inherited his father = Mongolian
features and hic mother '& native love of Moscow. He was very close to
his matermnal grandmother who, being German herszelf, not only started his
fascipation of German fairy tales but began his fluency in the German

ianguag
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his infancy onwards. At the age of three, Kandinsky began

travelling within Russia and outside his homeland. This would have
pravided bim with & varied base of wvisual stimulatien and may hawve
contributed to an garly start in recogrnition factor by witnessing,
consciously or not, the similarities and differences in the people and
countries to which he was exposed. So the beginnings of his proclivity

sward assimulation, adaptation, and toleration of ambiguous factors

which occuwr in varied social situations, swroundings, and materials (in

H
—~

conceptual and physical terms) may be better understood if realiced as

simply what was a result of his family's affluent and mobile lifestyle.

One may assume Fandinsky ' = experience with the Orthodox faith began at
an early age because the choice of colowrs Kandinsky remesbered as =

three year old is pot unlike those found in the iconcgraphy of Russia.

Sipce his interest in the Orthodox church was prevalent throughout hi

=

1

life, the introduction of Byzantine aesthetics at such an early age is
cignificant to Kandinshky's percepteal development. In this respect, it

ie= important te realise that, according to Kandinsky, hise childhood

—

memories were based on colowrs rather than chiects. This wazs because @f

~

the snobions he asscelabted with col omas. Fandinsky '€ connection of col ar




ano - enmation points to hie BEyzantine heritage whereby colour was linked
wWith emotion and metaphyeical symbols. (Ine need only to compare
Kandinsky '« garly palette of sap green, carmine red, ochre yellow,
white, and black (1) to gxamples of colowr symboliem used in Russian
icens (2) ta recognize the similarities to Handinsky s thearies on

cel our .

Ry 1871, his tfamily had moved to Odessa. There Fandinsky learned
@asily but had ne specific interest. He plaved the cello and piano and
Was gifted at learning languages. 6t an early age, he composed poems

and drew. £ a result of the

ifi

g interestse, his sducation began in the

humanities (gymnasium) instead of the sciences realgymnasiam) . The

concept of pleasure versus truth at work in the educaticnal
Moscow at the time could have been the beginning stages for

‘e own conslderation of knowledge in separate categories and

For at the age of 19, Kandinsky went to the University
law and economics rather than pursue a vacation as an

Mot only would such a career have been considered, in tactful

terms, unusual for hise family standing but be felt inferior about his

own abilities at succeeding in the arte. He onliy had confidence in his

—

intelligence, not his creative abilities. 5

|

S0 from 1886 te 1839, he studied law and economice in Moscow and painted

n

i hie spare time. Im hie =tudie=z, he hecame repelled by the inflexihle

logic of Homan law yet fascinated by its refined structure. Hies
avereion to the law’'s inflexibility signified the germination of
diwvergent thinking in Fandinsky while his interest in its structure

-

exnemplified his canvergent abkilities were emerging. 14) Later when



Foanvdi msly ree

rohed peasant law in Valaogda, he found himeel
Particularly interested in the FHuselan peasants’ code of flexibility ang

adaptatian to Muman matuwres

T

--edts guiding principle is azcording ta each man, not the
actian self [reality] but the root or origin of the action
ol ie goecd or evil., Inmer precision lies in the

it
Labestracti
foarm 1s exclusively determined by dnwardneses. " (3

depths,

Here toe began his interest in understanding the motivation and nature

for one’'s action. This psycheanalytical interest would later develop

inte a theory of "inper necessity" for Handinsky.

i
i

Alesn, while in Yologda, he made a study of folk art. Flandinsky found
the art to be so cbvious in its everyvday application that it had an
"unreal guality, as though one were inside a genre painting”. (&) This

may be where Kandinsky developed the desire familiar to the Fenal ssance

period, the desire to have a viewer dissolve himeeld in to the picture.

From his Vologda studies, he not only recegnised the chservor ‘= need

to become a part of what was eeen but alsoc the limitations one has

F— towardes being able to fully understand ite inner world. Fascinating
el Lhough it was, however, an interest in peasant ethics and art

was not wncommon o Fandinsky's time or background.

ctill a neotian amorngst the cul tured

wt peaszant mass — whose equivalent had
f
- in Buwrope - was a repository of some
(: spiritual values which could offer a way

forward fraom the lost innocence of materialiem, This had
been a major theme of Russian literatwre, philosophy and
indeed politics throughout the second half of the nineteenth

s

centwry., " {72

ZAPErlence was, theretore, not in his
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The impoyrtance of his




Subiect but in the VT e g

his creative development. His university

training had not ne

ted te give him a thorough training in structures

et Lo, However , his adap

flewibility and evaluative sensitivity

Were more fully esercised in his study of the peasant code of ethics and
aifvreci ation of the snixi gulties therein. Furthermore, through his

assoClatian with tie village lite in Vologda, he had begurn to perceilve
the validity of understanding behaviowrial roles. He alsc added to his
visual imagery a beginning of comprehension regarding spatial
relaticonships. This was in addition to the apparent allegory and colour
of folk art which he would refer to later in his creative endeavours,
Upan his retwn to Moscow from his field edpedition, Handinsky s

an aymbeliste began. s the previous gqueotation

interest in the

indicated, in the late 1800°'s, Fussia had begurn a "spiritual

x

reqgeneration. The humanities were refusing to accept the dominant role
of materialiem in nineteenth century thinking. Yet these same poets and
philosophers were trying to coocrdinate numerous wayes, many metaphysical,
in 2 methoedical , categorical format to justify their decsire to pursue
ntal concerns which became relevant to the twentieth century.
rthodoxy, and therefore iconocgraphy, had provided them with a
Firm foundation for metaphysical speculation and methodical abstraction

Frogn wihich to proceed on such a venture. Im Eastern Christianity, two

o Caf

tic experience were usually considered: surface sensory

i
fl
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and contemplative senscry. 81 This was & combination of Flatornic and
Medieval theories which regarded beauty as contemplation rendered
wvigihle and reftlected.

S owhern Symbelism provided a way in which to reconcile the cpposing




and Idealism, reason and faith, science and art,

ane of the mare fruitful areas in which

Fusei an AL ] (@

treac sme

Ll s meseemn; dence and metaphyeics,

Lance boetween
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cuitivated its al

Bince thae S

wmare halding cultwal events in Mescow during

Kandinsky ‘o

$1

1om at the wnidversity, he no doukt attended zome of

them.

b

n fact, this may be why he was =0 interested later on in

/\

establishing a visual vocabul ary in bthe same vein. Y Fusesian Orthodos

=t

himself, Kandinsky would have been quite comfortable with their attempte
to develop & language which interwove the sensory world [discovery

stimulus] with the spiritual world [levaluative stimilusld. boc Symbolism

was a contemporary application of Russia’'s Byzantine past. (R TiEnds

winsky 's continued interest in the Russian

also evident that Far

Svmboliste was commected to bis later interest in Theosophy and

Fhenomenol ogy.
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foscow in the 1890°'s, FKandinsky attended the first modern

painting exhibition, French lmpressiconism. He had eviously been

gl
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struck by Resbrandt's work dwring a visit to the Hermitage Muaseum in St.
Fetereshurg. There he compared it to Magner ‘s music whereby the

reciprocating contrastse of light and dark, whether in sound o o m

seemed independent of natuwral forme, svpholic. This comparison of music

]

to art was again natwral to his Byrantine backoground which consistently
compared music and art as examples of the relation of the multiple to

the cone. For sxemple:

2 ial din harmony was conceirved as multiple
diversity. .. here cannot be & rhythmical and musical aorder
= Z%mrp 1 distinction between different parts...The
i & = iy, s Ldin & harmony, parts different in
ardered and concentrated into a unity that
ired. " 100

Yhhe firet
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econd s

=
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the Law Faculty of

of Dorpat and went to

desire to he i ;

&y

evelopment toward

Moscow University,
Fhuarni ch

artist?. (]

saw Monet s Havebtack in one need not be

e captivated him that he failed to

1., Farndinshy's inteliectual ability tao

toe the arts and common attributes hetween

developed due to his Eastern heritage. Hore

provided his motivation to become a painterg

abetract painting.

i khe direction art had taken in which he

1894 he gquit his posirtion as instructor at

1

rejected a post at the University

in rder to "test his now fully awaksned
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Chapter 111 - Footnotes

Will Grohmann, Wassily Mandinsky: Life and Work, p. 29.

It has been said that icons are "Fussia's medieval philaoscophy in
coiour . Examples of colour symbolism in icons are: green =
red = life force, gold = divinity, white = purity,

dantulness, doiim Stuesr-t, lhkons, pp. =R

o

A study of Fandinshky ' e Byrantine heritage would be worthwhile
Lo pursue separately.)

™

"I found my capacitiss too weak to justify abandoning my other
-~

duties” [family ohligaticnesl. Grobmann, Kandipeky, p. 30,

Convergent thinking uses logical progression to reach &

response which fits what 1= already known, i.e. one correct
selution to a probklem. Divergent thinking generates a variety of
wave i which ta reach a number of responses to what is already

ko, 1.e. numerous sclutions te & problem.

Grohmann, Kandipsky, DL 30,

piritual”, Art and

M

Catherine Cooke, "Kandinsks stabklishing The B

Design, p. &

"Much that was most vital in Byzantine st came inte being through

the effort to apprehend and to convey a hidden meaning...The exact
mathematics of the composition, the tactile value of the surface,
the balanced rhythm of the figures could satisfty Byzantine sense
perception, but it could also satisfy ancther form of aisthesis—not
heauty experienced only by the senses but Beauty apprehended
through sensses by HMind. When contemplated, it Licond conveyed a

rer of connected truths..." Gervase Mathew, Byzantine

clu
festhetics, [@p.

RS

It Ticenl can covey emotion and sometimes expresses mystical

cosmic ideas [the 1con wasl inseparably linked with the need to

e ow owom

understand the sssential natuwre and spiritual properties of

matter.? Stuasrt, lkens, pp. 27-28.

Mathew, Byzantine Aesthetics, p. 160.

Raecaves of the extensive mabterial that i availakle on the subject
of Kandinsky = wvisual relaticnship to music, a separate resealrch

wowtld be warranted.

Herbert Fead, FKandinpshy (1866-1944), o, e

Al
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tady.  This portrait eshibited three gqualities sbount Handinshky when he

it showed he was

had finished hie academnic training in art.

e

deors ddentifiabhle with hie childhocod palet

still using o ter large black

Bat, red carmine blouse, white cabt, brows trees and green meadow. Then

-

[y

t demonstrated Kandinesky's technical ability to a .milate Euwropean

painting which, at this time., was plegant and quite representational.

t= 5]

Finally as scen =

he was free from hle academic requirements, he
discarded this tvpe of realism to pursue what had interested

him about painting in the first place. Thus Kandinshky bhegan his search
for subjective and analytical altermatives to the accepted traditian of

painting.

Hic dissatisfaction with the art schools and exhibition policies in
Munich prompted him to lock for art groups more to his own leanings. Up
to this time, cl%01, the Munich art scene was still based on historical
genre painting. bhat German Impressionism there was had no effect on
the public. Max Liebermanm (), much admired by FHandinsky, wasz jus

starting to have some effect on the German art scene. Thus Kandinsky's

firet professional participation as an artist in Munich began with a
group he helped arganise and chair, the Fhalanx Group. {2) Forming and
running an art group is oan indication of the creative contidence
Fandinsky had gained in that he was pow willing to overcome obstacles

and make bhis own avenues to pwsue what he considered important in art.

Fandinsky s brief experience in the celouwr reproduction husiness in
Moscow bad not only developed his technical shkill as a colouwrist but
aleq introduced him to the grephics of the cuwrent RBussian Art Nouveau.
Thie movment was not unlike the Jungendstil Movement he now saw in

e
P 1% |



Muand ey . It wae through the Fhalans Group that he became involved in the
German's version of Art Nouveau. Thie new style did not stress

FRalistic representation of form as much as the idea that form should

motivate the soul, as in music. Fandinsky ‘s interest in this concept

i
i

Can easily be traced to hise RByrantine backgrownd . The dungendstil
encowraged Kandinsky to integrate abstract mobtifs with elements drawn
from antiquity, German Middle Apges, and fairy tales. Oy this point,
Kandinsky was hesitant because the movement = motits tended to be more
decorative than he wanted his werk to be. Howewver , in other aspects
Fandinsky was not apprebensive at z211. Like Foandinsky, the Jungendstil
were also interested in French Symbolism's insistence on form not
needing to come from the physical world and en Seurat ' = emotive line and
synaesthetic colow theories. One may recall that Fandineky had become
familiar with the idea of cosmic form fram the Fuesian Symbolist
movement and his cwn Byzantine background. Sewrat ‘s idea that colour

eftected other sen:

and could, therefore, be made into creative theory
intrigued Kandinsky, 8o teo did Sewrat’'s work regarding the emotional

character of ling directions. There was also the Jungendstil ‘s
designation of all art practices being relevant. Kandinsky connected

this interest with his own studies of universalism to express a theory

im which one finds the properties of art as the common oot to all

glesciplines. SGe e can see, these were all characteri ics which

appealed to Fandinshky '= creative needs., Consequently, the Phalanx
Group's affiliation with the Jungendstil movement pravided an ocutlet for

Fandinshky to stretch hise wvisusl imagery through old interests

resurrected and new ones to explore.

The FPhalanx Group also provided him with his first opportunity, however
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AR an art instructor. Here bhegan the development of hi

Stvle and directian of teaching. Mot anly was his ability to

Ctunmunicate ideas and methods espected by his studente but his general

Erthusli a Was infectlous. It was during his teaching at the Fhalanx

introduced to Rudelph Steiner, Manich'=s leader

of Theosaphy, (4) by one of his students. Kandinsky had read

Blavateky'a Eev To ophy previously, Sa he was familiar with the

movamnent.  However, meeting the man personally cultivated Kandinsky's
interest further hecause of Steiner o passlon for the search for
universal truths, his prezsentation of the arts as the strongest device
4

For spiritual understanding, and his integration of Eastern and Western

W EEon.

Although 1t should be understood that Kandinsky ' 's interest in Steiner
and Thecsophy was not accepted entirely without gquestion, Handinshky

probably adapted sever: of Steiner s detinitions to his ocwn theories.

il

For instance, Handinsky agreed with Steiner’'s description of the

el
r-l-
=
r-J—
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it
s

te grasping of concept without reasoning

it - "a conscicus experience in puwre spirit of a purelwy
LRI =

zniritual content. " {3 Fandinsky was aleg interested in Steiner o

divigion of body imaterial cheervation which is experience by all

{introspective chesrvation which i=s experience
internalised by a particular person as unigue to that indiwvidual), and
epirit {intwitive cheervation which ie coherence between physical and
pevchological experiences which become understood as a given by an

s

individual ). Hermce, one may better understand Kandinshy '= use of

ary his adaptation of Steiner ' definitione.

terminol agy
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Me had been practicing vodga

he agreed with the role of meditation to

and control . The physical =self disciple

g and, in turn, rought about his

metaphysics.

=

of Randinsky'= Byzantine heritage, his

=

=,

and his yoga training helped te form Kandinsky's

the intangible properties to which he was

Since there was to detine the=e

little puwrsuit

institutions of study, Kandinsky naturally

whatever material was available on the

i

ancther featurs of the creative procesos, One's

glement of importance from a second—-rate source

capacity to see potential problems which need

high degree of tolerance for obecurely related

and adaptive shkills in redefinition {semantic). Ta

s endeavours based on the guesticnable guality of

to the freedom af —iations
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counter—productive

process.

of exhibitions both within Germany and in other

azscciation with the Fhalanx Group alsc

to travel . Thie +ulftilled his persanal and

mor e @ to art and artists tham he was

posure

studied old masters in

I his travels, he mUSeuns

He had excellsnt wviesual recall

i1



Wi by meEant e FEAT Py e

L mad ey Y on

Vinues e gseooi

Trther enhance

(. b

Fusei an Svmbol i st Al ks

Hedor weas o,

o)

important Lo Famndinsly.

=

intellectuy

1t eres

Iaborious

tinm

abvout i

5

critid

individual ‘s own effort b
For exrample, studies of R

to comparabl

Hie daily @1l stud

through rich celow and p

discount 1llusionistic sp

between Liebermann < Foma

Wik ., however , wa

=ionse and Pussian £

Bawve bhesn an attempt on b
as=imilate the difference

certain, at this =stage of
oW criginslity., vet was

tolloe one particul ar @

08, he retwned to G

acscseeciated with cobher pai

punetlerversiniaoung hew

sty ed

were all the more valuable

ational

ability

Matis Gauguin and

He al

{5

L=

enjoved the

Fesearch into techrnical

Ta a ska1ll that is=

machker

an important feature in

technigue and pictor

g were attempts of the ora

cal aspect of the creative

owards the realisation of a

entyrandt ‘= chilarocscuro

i

B muslcal formes were

ies attempted to capture

alette knite and (wh s

ralsing

e Hie paintings from

[= .

nticiem and Die Brucke's

mixned w

=

largesly romantic,

cl ikl ore. gt this paint,

1= kehalf, for the

past

retwesn Europe and Fussia

= deve.

2 )

)

opment

=ti1ll independent enough to

1=t .

ard

thled

1 Murna

BT aay

Pmters. Saon he had founded

fprtiets’ fAssociatiand . Thi

to perception

ambi guous

S
il
AT

process

farms
made Dy

the

nature were

Expre

Kandinshky '

e A T

te hie callecting

Was

same cont emporr ey

imagery of

jwhin ohlemse were ver Y

levant to one’'s

creative devel cpment.

eXpression.
as he thought

lies in the

tangibkle product.

and their

Fandinsky at this

energy of nature

horizon line to

somewhere

==ioni =m. His

1th travelling

= wark may

YERTS ,

to try tao

within himself. Far

he did not trust his

choose not to

u where he became

anather graoup, hNeue

=,

group s unity was



Dased on

local gal

2y atfrliated in crder to withstand the

lerie arrd puiziic’'s heostilities toward the

in

ir new painting. He
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this time, Handinshky had decided to become more active about total art

wens b, oot
el

This was,

nhie azsoo

to emphastse the synthesie of

L1 by wider reaching communication of the spiritual.
no doulxt , based upon bhie previous work with the Jungendstil,

Lation with Steiner and his Byzantine assthetics which he ncw

united to hie technical development to reach ancther level in his

Crreat i ve

Randinshoy

wae often
range of
to organi
retlected
Geah ano
out from
Both fact
caunsed -
Chad i marn
work, he

and HElee,

way of th
bereaayy alac
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T atning. This was not always a smooth progression for

» especially in regards to his personal well being. Handinshky
& chief target of many pubklic attacks az a result of the wide

artistic prajects in which he was invelved. Oftern when trying

ce international exhibitions for the area, Handinsky '= letters
the lack of appreciation for artists like Cezanne, Gaugin, Yan

Matisse in Munich a2t the time. Arather

he was singled
the group was hecawse he was an cutstider, a Russian i Germany.
ore made him highly suepect in the community and eventually

ictien within the group. Wher he was asked to resign as

bercasuse of the growing intolerance forr the direction of hi

L

eplit with the groug. Orly his colleagues, i.e. Marc, Macke,

gncowraged him to continue toward hise idea of abstraction.

wvislit tio Fussia in 1210, Handinsky noticed the intersst ain

teiner and Theosophy was even stronger in Fussia than in Germany. For

Steiner s theory an colour was very tied up in the Byrantine

inking about ool our. Stelner took what was scientifically

ut colow phenomena at the time and applied it to psychological

hyeical termse. Certain colows, similar to those of the

SN =
7




s Carried symbolic connotations which ranged from sensuocus
ta spiritual abstraction. Steiner not only emphasised the

ehEplowm: o ey

thought but the alse the correspondence

tween caloar and music emcticnal and spiritual tones. Hi

m

work was very much on the same line as the Russian Thecsophist, A.

Lakbarin-Unkoveky, who had devel oped colowr—-music chartse to demonstrate

the organic parallels between sound and colour. Kandinsky saw the

Possibility of application to his cwn theory he was developing on colour

i these o

Steiner alsc emphasised one ' s need to cultivate the awareness of the

universal and eterpnal in all things which would correct the spiritual

balarce i the world. This was exactly the avenue the Russian

aymbclistse had bheesn oDwsuinag. oteiner expressed the need to awaken
! t =
power s which were gdormant in mankind. And finally he emphasised the

fApocalypse and Fussia’ =@ messianic role in 1. One =hould be able to

undsrstand the reasor., why there was such a warm reception

given to Bleiner by cultural Russia at that time. Thus the fervar

-~

in Moscow might explain why he considered has
iy apocalyptic in natwre, o be a successful means

to commuanicate cosmlc sirgnificance.

By 1712, Kandinsky ftormed a new group, Der Rlawe Reiter (The Rlue
Fider), with Framz Marc, whon he had seen during hise recent visit to
Fuesi & Fog- gnany of the painters in BEwrope, Handineky included, this
was an extremely productive period. Frejudices against the Modernist

movement were waning. Their abilities in the new painting methods and

=

matur e, (&) Farndinsky took such advantages to tashk
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for example, numerous paintings filled with harmonies of

aur. His intent was on colour s psychological effect and symbolic

R e e o e o 3 : . G e . Y =, g = A
Character rather thern natwalistic imitatian. fhHis was no hardship for

Fandinsky since he w

1

o

a visual type and extremely aware of optic

IMprEssl s,

T
e
.
!

cwn visual proficiency led to his exploration of eidetic imagery

5

—t

as presented by Sir Francis Galton, an English scientist.

& — s d e A Loy . i . . Tl ; g
According to Galton s theory which revelved on whether an individual was
sharp sighted or not, Fandinsky s visunalisation ability was connected to

his e short sightedne Galton estated that certain physical

contitions, €.4.- illness, fasting, wvision impairments, could bring
about temporary or stronger tendencies toward visualisation. This may
provide an explanation for some of Handinsky's claimse regarding
mysterions revelations., Galton maintained that people with good
evesiaght were not good visualilsers. Furthermore, good wvisualisere were

not good reassoners with words as symbols. So gensrally when a pereon

developed high analytical skills in & werbal aptitude, the facility for
seeing mental pictures (eidetic imagery) diminmished by lack of use. But
further evolution proved that the highest minds were those who were ahle
to eubordinate the sidetic ability for use on suitable DCCasions.
Freviously Kandinsky bad been very disturbed with his visualisation
ability. 1y epme insetances, he bhad even claimed it interferred with his
L Hewmeyver with Galton ' = theory as incentive toward higher evolution,

alr Tt

Fandinsky worked at gaining comtrol over this discipline:

na1] the forms which I ever ueed came "from themselves"i; they

complete before my eyes...With the
somewhat teo control this creative

4 not simply to let myself go but

ed thems
sEy S, L fiasvE i

e

[ OEr - I hawve trained mysel

£ 1':}
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Style, came to Der Rlauve Reiter ' attention. bloyriringer was

azpect of Handinsky e development of 1magery . Worringer 's

=

i T The Fevchology Of

actdon and Empathys: & Coptribution To

a German

wititer o asethetice, His book discussed the psychic role of
abstraction in the histoary of art. Worringer stressed the fact that the

abrstract tendency in artists came from assocciation with & society which

tere while those artists whao came

1

wal(m )

i

wmere less involved in materiali
from = materialistic cultuwre tended to try to get the spectator to
empathise with their subject through more subjective renditlons. The

Blaue Reiter group constantly referenced Worringer ' book in their cwn

artistic and theoretical pursuits. Kandinsky was concerned, however,

with the separation Worringer had made between abstract form ard

empathy For instance, in & 1911 Russian pericdical , Kandinsky wrote

that & general interest in abstraction was being Trehorn!” in Western

“uwrape inot created as many Western thinkers were sayingl. In the

context that Byzantine assthetics had developed in terms ot abstract

. (=

- =ome time, Kandinsky referred to abstraction as the most

form o

~x

potentisl way of expressing anti—-materialistic values. To Kandinsky, 1T
was as thouah Worringsr considered geometric form lifeless. His Eastern

apethetices had alwave associated human aspirations with abstract farm,

e.q. gecmetrics. One might note that Kandinsky's later principles of

competrustian were hased on the triangle {(trinmity), rectangle flife on
earthl . and circle (sternityl. Ewer at this time, Handinsky ' 's wview of
abetract form was a direct result of the inherent mysticiem his Qrthodox
-od @ the hReliet that the act of painting itself should always

interchange, whatever form it toek. So FKandinsky wanted

o find a means whereby this lifeliecengss would not ooocur. It was this
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proceed with great caution Toward
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all else,
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Hut , above

iconscious application

o develop a

cpiribual

crk as well as an abstract reference.

co, Mandinsky was more or less viewed &s &

tal featwes, primarily FHussian. Hie breadth of

while his

f

ig Fastern (Fussian) backoground

came from his Mestern (German) inftluences. In
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Although Handinsky was very strong in his painting during his time with

Her Hlave Reiter Group, the most comprehensive example of Kandinsky's

Creative procese then w:

Bie hook, Concerning the Spiritual in frd. in

e e | L i, ey : i 5 - 3 -2 1] -
Chils publicatian, Eandinsky bhrouaght together all the wvarious studies on

1l as well as artistic aspects he had considered up

different snvirong

te this time. He dealt with elements in art and scciety which he

peErcelved as misdirected and in need of redefinemsnt. Here is a trait

singuished Mandinsky ' 's sensitivity te find what elements are

and provide possible altesrnatives. This accumilation of a wide

]

vartety af scwoes was an integral featwre in the development

Harndinsky 's abilities in divergent thinking.

The first part of the book dealt with the spiritual foundaticns of art

which would overcame the world s precccupation with materialism by

~

asserting the priorities of inner values., Hie conclusions about the

hysical , emotional and spiritusl gualities in art referred to his

i
¥ o=

T

Eyvzantine hackoround, e.g. the icons which provide symbolic meaning to

7z

form and colour. He alse took into account Steiner "= epistemology. In

s

ection, the Hegelian influence in regardse to the tension between

i sasily detected. In the secand

the +ormal aspecte of artistic endeavour. He

sdded his cwn ocheervations to that of Beurat’'s idea that colow emits

1

synaesthiesl a. Then he integrated all these elements with

o optical mixtures and =imultanecus

contrast, to name a few. Here 21 though e antreipated that art would

ez enter & phase i the last paragraph,

of dudgement for art was in

that
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=ven atter the book was published, Kandinsky never stopped revising and

erMplaring the

ST W =

ticned. Mhat he was open o the idea of

M

having to drasticallsy

¥

VA EWE was anchher e

ample of his

1 [ B 8 T e 1 ko e e R T B o s ), . . . : . .
divergent capabilities. it poanted owt the lack of rigidity of his

il

Llectual functioning. However slse one may view the publication,

Concerning the Spiritual in Art was an inspirational catalyest for

noansky {and many cthers) in which he publicly announced a direction
for his creative investigation. It alen thoroughly demonstrated his
readiness to integrate variows subiecte into & theory for art.

H

Fart of the reason Kandinsky's writings were enthusiastically received

by the rest of Ewops was because Handinsky '

in

= corntained 1deas

aral Vi
3

whiich were nobt regarded as absurd in art or elsewhere, It was during

i1e perticipation in Der Hlaue Heiter Group that Kandinsky's multiple

creative prowess bhegan Lo swuwtace. Az mentioned previcously scaon after

insky e move ta Mundch, he felt an aversion to the bWest ‘s view of

the world in which all the answers were to bhe found in material

explapaticns. Gince discovered the theory of
relativity, & concent which dealt with space, time and the uniform

to each other. 110

=
=
&
ri
L
=i
=
B
S
b )
]
it}
3
It
il
2
&3
i
~n
i
=
m
r
n
yr
m
e
e
e
o}
o
in
-
e
=]
.
-
i
0
x’il
b=
et
n
m

This theory had shaken the inftallability of the empirical methed an

For Randinsky, this meant that
there was fipally a scientitic view in which he could imagine
reronoiliation with the serte.  To Handinksy, Einstein's discovery only
ot irmed what he had understood inptuitively to he. It was at this time

2y began bo reconsider the possibility of using science to

£
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¢ L him to expresze anti-materialist sentiments and to communicate his
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TG G new sparitual realms. Al thowgh the inferences Fandinsky was

11y bassd than

=3 |y ] ot e S ¥ 5

able to draw from Einstein = discovery was more emobiocne
)

intellectiisi P ey LS " 8 . ; - & :

intellectual , Handinsky was now freed from an internal harrier te follow

I»H' s - - ey — S S el ey A [ 1 3 b 1
e concept of universalism more fullvy. Here is where Handinshy

- considered the creative process as & ends in itself. For now the idea

B of multiplicity in the arts became his primary interest. For esample,

o

i his earlier exploration in drama, Yellow Sounds (1909) and On Stage

| Compositicn (1911) which combined human voices, orchestra, stage =sets
@. and lighting to form a living art farm, continued in Der Blaue Feiter 's

Al Pt ] R g o e T ’ i e 5 . . 4 »
attention to the comparative materials in painting, music, drama, and

sver certain crafts such of porcelain. They emphasised

each art ‘s innats featuwres which heeded the common purpose of all toward

the stimulaticn and refinement of the human soul. Thus provision was

made for the possibility of conperation among the varinous arts.

Kandinsky was at the height af his creative activity when the war forced

him to leave Germany. This interruption was severe for kKandingky. He
had hecome guite prolific in his creative endeavours. The climate
betwesn 1910 and 1914 had been favourable towerds his art and had

resulted in achievements of which he was wvery proud. T hawe to

interrupt such rrestive oubtput and to lesave as an enemy of a countiry he

; and continued to effect

cecand home had shaken Handinshy

Fop WERITE. Faul fvery has stated that probabkly the aonly

thie dramatic collapse @f his pre war

ro hie matuwre age an d the fact the he had taken up

ual, academic training. GAL )

5

lag

acting, imtellea:

smve eurwived but the effeect this violent interruption had

455




ot DNy o

e

o

s



apter IV

“J

-
S.
=]

s ow

100,

b oot o

It 1s

mECEl ved

inter

ot e
N

(a2

i i)
Stuck

PRERI s

A

£ iy

wiyat

TR e doane

Mis subiect an

infilnence of
Group ‘s main
French paint
world.
Theozophy was
whiich were deriwved from p
ant the buman condition.
frthroposaphy hecause he
wiri o heighten the

wenad o

sniri bual Mawrice
Fainting 1890-1985, p. 3

F. Steiner, Theosophy.
During this
faeld, o

paint in a

time,

avtomatic colow

Eidetic images are those
= = d
the

children, pri
imag

o
-

viwidly

Faul Overv. IThe

ek

WA A €

Germarn genys pailnher

Impressioni

andinkey decided he
that one should
ut =hould

adwvice
colowr bBut rather

romplete & plictuwre,

that
abrmut
T

a2t each

the bhest

JrweEn et .

romantic 1n
under the

mor e
came

Wit bhecame

of paant and everntiual ly

cts.

movemnents

art

introduce modern
Murtich ‘s backwsrd

purpose to
irg, te update

WaS

imnvelved with the teachings of epirituality

ersonal euxperience and knowledge af natwe
Stwiner 's biranch of Theosophy was called
ted in developing a system
levels in crder to penetrate the
In &rt, Shetract

The Spiritual

i
&7,

what termed
finally having

waes

i
o

alsc began

., mostly

paint

o
& yresult

S Y

impressions which are superienced by
ipdividuals like Kandinshky,
for reality.

certaln (A}

v oare mistaken

Eve. .

Ibid., B-
£ comparlson af Einsteln
wmrthy of

Li

e ancbher ared

The twe qualifications (MR
ipteres

timg Lo pursue as

the stacs

here 18

concern

slmiml =]

‘e and kKandinshky's

creative process would

recearch.

Kandinseky swvived are
However , the
bearing an

makes vy
wialidity.,

in and its

=iy
far

Mandin

a5

the




e i e A T N i L P e e

rdinsky ‘s artistic

had the cutbhreak of war disrupted
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raduction, it destroved the creative erviranment from which he had

S

atduired artistic contidence aond

vehiological re-entorcement. For the
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next few yvears, Mandinsky first had te work out within himself an

b

explanatian for the war. Fhern he had te find a favowrable atmosphere
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From which he might continue his art., His need to brimg order out of

the chaocs alss became an impoertant oriteria. Coneequently, he
floundered in his visualisation of artistic problems. Eventually,
Fandinkey found some hops in the idea that the war was a pwging force

which weuld rid bumanity of its inappropriate precccucpation with

paterialism.

I this frame of mindg, Handinsky returned to FMussia. Boon after his

2.

iustification was challenged by his
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homeland = call for ressoiutlon. He stated how he had watched the

S fEemahi s i ndew din, Betobers sands thereafater, a change became

ather than continwe to romanticiss the

=

apparant to bim Al poit=

+ art that he had cencentrated on for the past ten

epiritual gualities

|95

now wanted to stabilise the spiritual aspect.

vears, Randins

One reasaon for Fhie Change wWas, i doubt, a reaction from all the

Purmoi i e e witnessed. Bt anchbher factor may have been due Lo

Wandinshky 'S digappwlntm@Ht tiat the Hussian Symbalists were mot more

to Fussle. He had probably hoped to wolr ke with

ey hE rEwn =

Sun since BiE interestse WEre puite similar to thelir own. But the

5l Ly mor-esi stent at thie time. Wi thont
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=URROITR. groun and he was much alder- than the leaders of the

ant-garde 15 Fue

1E, e found himesl$ more ierlated than he
abt he would have been in his homeland. kandineky realised he
ed a common denominator which would affiliate himself with the

ent trends he found in Moscaw. As incentive, he began to reconsider

rplastic elements of art afresh and started to seek more concrete

= and methods by which to confirm art s inner guality.

more reason for the change in his direction may have been the
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o e land inheritance was 1l uded. Thie leoss of economic status
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imcome coupled with the difficulty in chtaining materials probabkly
something to do with his approach to his art as well.
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cexldt confidence that FHandinshky had

lities by a comparison of Kandinshky's
crly had confidence in his intellectual

te do at this time. One consistent

development, in particular, was his enjoyment in the creation of working

structures whether it irn the setting up of gallery eystems or in the
nainting of & picture. Thie was the time when he began to work out the

pragmatic aspects of e own
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was then Y

which called for the
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regards o how they related to sach
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THIEr An g apihioc, Helogical terms.  He listed

chijective investiosticns of the elements in art beside the E b
Cive 1nvestigations of the elements 1n af r heside the study of the
e of creative dlscovery. {3 In 1921, he founded the

1 etic Scienc

Agzin Kandinsly wote many programs &5
articles which advocated internationalism in the arts, where artists
from different disciplines and nations could wmeork towasrd egalitarian
shjectives. Although not all his proposals were implemented as he had

hoped, this pericd in

e crestive development 1s an example of
the creative individual ‘s resilience, resourcefulness and self

motivation to overcome cbstacles when in pursuit of & project.

I regards te his paintings, Fandinsky was convinced his work hecame

brighter and more organised than the pileces he produced upon ble return
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fyroyn GBermany . The o , of the shapes and the colours he was uveing

may be an example of the confidence he had in himselr s

in

an artist

during & time when the leading a7
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movement was becaming extremely

critical of his work. Urtil 1920, however, his paintings wers few and

2 One reason for the emall amount of painting done could

cimply the larck of painting material availlaple 1n Russia at

thyis bime. Whatever the rea ng thie period, his wvisual works

gs. #As a result, the emphasis of his

wer e mairly devoted bto drawin

v dealt primasily Wit lime and rord.

v'e works integrated
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Tructivien with his continued maintenance of 1nher divrectian.
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randilnsky was dntriownsd that Malevich ' s forms seemetl free of gravity and

axis for movemenh. Me alen enjoyved the oprecilsion

and clarity of the circles and linear groupings in the works o

Fodohenocko.,

favoured Malevich s Suprematism (4), however,

hecause thers was

1 a comnection with the spiritual in the

nent s use of geanetric forme.  Kandinsky's ideational fletibility
and viswal fluency is demonstrated here in his ability to 1ift elements
from the avant-garde which he could then refine and =l ahorate ta improve

wmary bis e 1dess Kandins

e H

el y crrverted the explosive, cirQanic

forme of his earlisr workse into & more ochiective, preclce composition.

GIN-1921 soon showed Handinsky '€ own

The seriess

gome i 1

aitisttic & 1 as his position in regarde to the Fusesian

avant-garde.

Tt was cnly a matter of time hetore a division arose between the

Constructivists (5 and Kandinsky. Boon after 1220, Kandinsky's

emphasis on the intuitive as a necessary tool created an impasse. His

contemporary countrymen called for stringent reliance an more ientific

r

methodes in art as well as & more pragmatic seciad wtility regarding art.

There was Lo be no room for methods of an "intuitive! basis.
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hopes for & uwtopla ever

Pome l arnd He wae alea defensive about the

gniticance of

contributione before he had retwned to Russia
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ard his current position among the leading Russian artisets. Fandinkey

then reprehended his younger contemporaries who had pushed the purpose
of painting as & public service to the peoint of absurdity where any art
ohject without functicn was considered bourgecas. He felt that the
epoch of puwre art had suddenly succumibed to a heavier materialsim than
Drewviously Hnoars. He finished the interview with a criticism of the
masteful formalities of bureaucracy brought about by official jobs which
mrevented artists from working at thelr profession.  Again he contrasted
what he had accomplished in painting during this period to his past
creative sndesaviours. ord be finally claimed that the great art

of Fuseia had been relegatsd to medicoracy. Mo longer could

he live under the cultural and sconomic hardship his native land offered

Fim. 17) Shartly atter this interview, Fandinsky returned te Germany.
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art. The iy wverification 1 found was from his
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ings of estrangement and defensiveness during his time

little witten an the

H
iy Eamdi

search in this area would probably provide a better

directicn bis work had taken at this time.

ﬁﬁmth@r Freason for Kandinsky's Ccommuanity involwenent!” probably was
s ﬁ;ﬂent status as hushand, for the =second time, ard fatheyr, for
?Tﬁﬂflr{t time. Fhe Mandinskys' son was born o 1917 and died in
1520.  #although thiz was never publicly known until after both
andinsky and his wife had died, their son’'s Lirth and death
probably played a significant role in his enthusiastic
participation and eventual diesillusionment of the new Russia.
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fhis program . never implemented because a change 11 government
attitude toward art didn't corre ta Kandinsky ' suggestions.
Hewever , he must have had it publ 2 in & pericdical abroad

i apiue was familiar with hise endeavours priocr Lo

Aoinehky e joining the Bauhaus.,

by Malevich arcund 1915 and iz usually
mational JTEwropean Comnetructivist aspecte
ruchivi Em. 1t ‘e primary obiective

wi th
ay with the Soviet Co
was the rediscovery of pure art which, Malevich considered, had

reen obstructed in the pursult ot representing things.

Soviet Constructivism may have heern a reaction of the
art of Malevich's following. Thi=z, against a
f—revoliutionary political gnvironment

backogrowsd and & po
} = movement evalwed into a cervant of the Btate:
cialistic bensfit of the new Fussia.
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Fancinsky 's work was oot only important for bhile creatilve identity within

n

Fussia bubt also cutside of Fussias. o evample, while Handinsky wa
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tryvimg o maintain a cedible footheold among the avant-garde in FHussia,
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le painbin

12 and articles were heing cited as examples in Expressionlsm
and phetraction in Germany via his dealer, Herwasrth Walden, o + the Stuwrm

T . Hawving kept a wisible profile cutside Russtia, Fandinsky wa

able to find a position in the art world of Germany in a relatively

sttt amount of time.

When Fandineky retwned to Germany via Herlin, the pelitical, artistic
and intellectual radicalisem reminded him, in many respects, of the

environment he had left in Moscow. During this time in Herlin,

vl met

e af bthe extreme prejudices ag

n

Expressicniemn and its mystical conpotations. Thus kKandinsky did not

Fie conpection wrbh the movement which was being discredited as

{1) Father, Kandinshky s statwe came trom

abhetraction and as an

tiftication as one of the pioy
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the rewclutionary avant—garde of Fussia.

flerad bim & peeiticn &t the Schocl of Baubaus (2) in

) sdipsky considered it an inva luaibd e opportuwsity. Fandinsky 's
cwvided an credible, X limk with Johannes Itten = "wild

i Constructiviasm (33 in the Raubhaus.
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functionalist membelr s OF

arnid dipld ic ekille emoothed the rough sdges which had begun to mar

=ohoal credibility. ard when Itten finally left to form his own
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e managed ta reintraduce sone of Itten's analytical

methods which he conel dered worthnhile for the preliminary COwWw se. MNexk:

af teleration Kandinsky had for

il did tihis demonstrate the dear

At

ideas but it alsec showed his ability to ke

clased =i1tuatian. This

f1cant featwres from an chrerai

—ional orientation” {5y de an ioportant semantic aspect of one ' s
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creatlve Rrocess.

Floy  ooounp ey i B0 to what Moscoe and Herlin had offered Eandinshky as &

a welcoms, stimalating place to

crEatlwe envir orment . the Flauhaus was



TeE An which he was swrounded by people whio underetood him. Since

thie school had a similar program to the one Fandinsky Fad written +tar

was intended to azsist Gropius in the

Lo institutions
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schoal ‘s effort to combine art and technology. The aims of the Rauhaus
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school were: to demonstrate the positive effect that fine art could have
on designy ta confirm the need of interrelatedness in art dizsciplines:

T realise the synonymity of abstraction with spirituality: and to

continue the wtopian helief in art’'s akility to transform sopciety. The
witimate goal of the school was the unified work of all art and sociebty,
that no divisien remain between monumental and decorative art. I

Fandinsky =& first few monthe at the Bauhaus, he contributed taward such

2 geal with the Jwy Freie murals praject that he planmed with his

students ' assistance. The project also reflected his attempt i)

recapture hi

inta the folk space at Yologda in 1887, In
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other words, Kandinsky s wvisual imagery svalved from redefining sarlier

memaries into a unification of painting and architecture in a monumental
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«nd e=laborate in the creative process. B although the instal

the murals were never fulfilled (6), the prroject bhad provided an

to work together in a functional

~1 e Environment also i ded him with the cpportunity to
v invelwved with theatre, which was the ultimate of

Simce his Munich days, he had felt that the

! rlreatre ideally urited the visual arte with music, dance, drama and
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the stage. In

7 epveral pile

owed with theatre by his directorship
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Exbibition was like a three dimensional abeiract painting which

R R O qa I o e T e i 0. . - r G
fieually responded to music throughout the performance. Unfortunately,

Pproved to be the only tisme in Kandinsky's career that he created &
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these concepts in Mandch and the

programs for art institutes after the Fevoluticon in Fussia. MNow the
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. and aeneral discussions, Kandinsky had gathered
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Klee's fluidity of poetic

a2l sernse of humor

e lightness of touch
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Rauhaus school stood for was as impartant to Kandinsky as his pleasure
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The schoel was leocated in Weimar at this time; but by e
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wy and finally to Berlin in 1932 hetfore being
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In general, Western Europe s version of Constructivism, later
termed Intarr as politically
iet movemernt. They were more concerned

¥

abdanal Constructivism, did not
didactic & role a= the Soo

S~

wath elepente relaled te the

lated iane, like Malevich and Gabo, who
had left the

Soviet Constructivist Movement. The European version
concentrated on conscious, deliberate compasitilons o
non-representative, abstract, geometric structures which wvisual ly
confirmed universal agsthetics in simple, clear and precise

ime ce, European Constructivism developed in broad
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terms and were thus akle to include many diverse styles which
[~

cEentaned the above mentioned featuwres.

Tuchman, Smiritusl In &rt, . 215,
Mermon, Creastivity, p. 143,

1, Handinsly did have the opportunity to unite painting and
architecture by making murale for a music room in Rerlin.

=timulated te wite more ideas
ie Kandinsky ' article, "Abstract Synthesi

healre. =T

e fellow teach =3 Lardi
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Gzl and Klee developed a very close

r
friendehip and appreciation for one ancother ‘& oreative endegavours.
L comparison of their weitings on the visual syntax they were to
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