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THE TIWELESS AND THE TIWEBOUND IN ART

A Faper on the Problem of X

Daily Life and the Valus of Forms in Art.
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We can measure the weracity of a philosophical statement, the poetic power
of a-diction, the formal guality of a work of =rt only in g0 far as we csn inte-
grate its immanent content into our own vital experience. We cannot contribute
anything of value to the world of ideas and aréiatic eoncepts except in this
manuer. It is the only wayy; the creative way. All else is intellectualism and
education. For the purpese of this paper, it mar, therefore, be permiszsible to
use - though with caution - that ominous formmlas "I". I may alse be allowad
slightly to adjust .f..f-lE: phrasing of -:Llr-nrnt-ﬂ.em = Daily Life and the Value of
FPormg &8 Art - so0 == to clarify its mesning for my purpose. To me, it is not
so much moquestion of the forms in which the art of any single eultfure menifests
itself in ite urge fo give it its own expression, ifts peculisr character. It
ig, to me, more the guestion of the influence on art of the formeg of life: those
enigmatic, unchanging and strangely accumnliahad,unique forms of life, the
infinite variety of which i1s an inexhaustible gource of experience and knowledge.
To mes more burning thaf the elaboration of a modern sfyle in architecturs,
itz influence on the arts and crafts and the co-operation of peinting snd sculpiure
in this effort, is the gquestion: What has happened to the visual appearances of
1life in our generation in which the artist refuses to use these eternal forms of

Being, these primary manifestations of vision and touch as = direet source of



T

T

-0
inspiration? It seems as if he were afraid o them and by disguising them -
like de Chirieco, Léger, licore - were making them mcceptable, in a metamorphosed
form, and only then, to his own inexplicable anxiety.

In my early youth, during the somewhat disorderly and tumultusus years
after the first world war, every-day 1ife - "der Alltag" - appeared to us young
writers and artists in Central Furope as a degradation of 1ife itself. It was
a life of the adult, tied up in economic considerstions, the life of politicians,
generals, engineers and bus drivers, of petit bourgeois illueions znd the craving
for 3aféty, all sdding up to a nsrrow outlook of boredom and banality. T am
inclined to think that every young creative person, in whatever country and
in whatever period, even in & peaceful and sccomplished one, must have encounter-
ed the same experience., There was Existence, however, true Existence, the
eterngl manifestation of the mysterious and hidden will which had brought forth
the miracle of life, i.-fs’:.rnani?fuld forms zmd hiersglyphiecs. Life was the great
enigme, it was love and hate and meditstion, it was creation, and only in art
were those immortal iraces to he found by which man's spirit sought to unravel
ite riddle through forms and capture its beauty. Art wss the dialogue between
man and creation; man who was & part of it and yet something more: the witness,
before man gnd Gody of this great living reslity.

The mrtist was a witness, The witness of the glory of Being. The Darwinian
formula did not appeal to uss nor did that of Einstein. We did not wish to re-
place the divine by a blological or a mathematical formula. This was left to
the generation following us, a generation which treated all idealistic notioms

as mere illusions, not as powerful wvehicles of the mind and the will, which re-
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jected 1ife’s own appearances and substituted the wholeness of subject and abjeect
by introvert vision alone, elemental shapes by abstract forms, =-- all in rebellion
ageinst the meaning end the finality of every single spatial form in creationm,
were it mineral, plant, animel or astronomic.

It was Goethe who once said to Boisserée that direct vision of things was
everything for him. E=pe%% "The highest of sll things would be to understand
that all that is concrete is already theory... It is essential not to try and go
behind phenomena; they are themselves the doctrine.” Whem I first came to Paris
ag a youth, it embodied for me the great spirit of directness snd clarté of the
French. There the natural forms themeelves were apprehended, They were not Just
pretexts for the bhevond. In other words: one saw. One did not only think speculative=
1y as was the case East of the Rhine. Now, after so many years, we find ourselves
confronted even in Paris with a world in which the primary motive power iz mnot

-

seeing but Ena'.'-i.n.gl.-E.:t'. Eﬁ. Ithﬁ '::-E?li'l;-.d and the '*;:é‘-'rr:lnd, the vagueness or pre-
sumed precision of scientifi¢ or philosophic-sesthetic, or psychological, of
Germanic or Far Eastern nofions. Innocence of vision no longer exists. The clearly
defined vigual concepts have bheen replaced by concepts reminiscent of Otto Weiningert
Henides -- shapeless notions, not yet crystsllized, which the young Weininger
ascribed mainly to the thought-process of women in which a blending of emotion
and cognitiom takes place without the will snd the power for formative definitiom.

In practically all ecouniries, more than half of the production of the vi=zual
arts to-day is abatract in one form or another. This hes neve before happensd
in the higtory of mankind. Tt is certain that a comparison hetween our shstract

expression and the emergence of the sbstract phase of, say, Neolithic art with

its symbolic significance will not prevail before a historleally well=-founded
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eriticism. Qur abstract art has a more analytical apert from ite sympiometic
charactery only to & very limifted degree does it possess that gyhbul-craviug
guality of primitive menfality which was dictated by an inner necessity.
Frequently, however, and to a much larger extent, a similarify with the decora-
tive arts of Ielam, a dependence upon mainly primitive sources of art, on the
pictographic and ideographic stages of writing throughout the world comes fo
the fore. An shstract artist whose judgment I believe to be honest, has repeatedly
declared in all seriousness that 29% of abstract art to-day is not art at sll
but an mcquired attitude end a fashion demanding very little true effort and
exploiting a trend which offers quick recognitiom.

Let me approach the problem of abstraction by way of somewhat geometric

terms. There is & horizontal line of relationship in the evolution of arty,

.~ tradition - which in our inveetigation denotes the fact that sny new idea-

constituting the sta¥ling point for a next step, a further exploratiom, a further
specialization of its revolutiomary content, has its roots in previous develop-
ments. That is how analytical Cubism grew out of a Cézanne notiom, geometric
ahstract art out of snalytical Cubism and organic abstract art out of a protest
against the one-gided geometric concept, etc. The emphasis in painting on =sction
rather than om the result, on the artist rather than the work, ig a direct
deduction from a former position with its acceptance of the non-art quality

of srt as stated by Surreslism. Malrsux has contended that "the mogt nailve
sculptor of the High Middle Ages, like the contemporary painter obsessed with
history, when inventiag = system of forms, derived it neifher from their sub-
mission to nature nor from their own feeling, but owed it to their conflict
with snother ert form... That one may hecome 8 painter not before the most

beautiful woman but pefore the most beaut iful picture.”
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I do not suggest that Malraux is unaware of a line of relationship other
than the horizontal. He emphaeizes, however, and necessarily so for hia re-
search, the direction towards the historic, the horizontal line; =EE we must
emphzsize in our present investigation the direction towards the lost world
of visual experience.

is there then yet another line of relationship hesides the horizentsl 1ine?
Tes, most certzinly there is, and it 1s indeed the most importsnt oue without
wvhich there can be no profound experience at sll. To the extent that it is
primary it is also subjective -- for it is not given to us to recognize the
eternal in an objective way -- and it iz our contention that there is not and
cannot be any true art without the experience of this primary and subjective
relationship. We spesk of the vertical line of relationship, the relatiomship
between man and creation experienced anew in every single individual and EVery
single generation ez % h e irreplacesble happening without which there is no
imner life. A a tree grows vertically and cannot exist without its rocte, =0
men's mind cannot work creatively umless hie roots reasch into the consciousness
of Being, unless they are nourished by the springs of the primary and of sub~
Jective humaniem.

Wnen in the modern development of art subject-matter was dismissed ac
being literary, what vwae dismissed, or rather what should have been dismissed
only was the traditiomalist coucept of reality, not however the whole form
vorld of phenomena, This would seem to us & grave error inm logic on the part
of a movement which is distinguishked by a very leglesl development. Although

subject-mstter came back into moderm art, it did not achieve that elemental
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power which is the essence of each individual primary vision.

What a unique experieuce - ithis experience of "sesing", for the first
timey & flower, a bird, the woon! The sensation, for the first time; of the
stiell of reseda, of freshly bsked bréad, snd the gound of the sea at night!
To feel the genfle softness of a womsn's breast, to dip one's hsnd iaote the
watery, for the first time. What is this unknown element of watery coel and
evaeive, which vields to my heond? The wind plavs on its surface, the light
penetrates it snd changes its colour im the depth. H20 is ite cerebral aspect,
But cen it define its appeal to fthe sences? What is & pear? Ite ripe form like
the tender shape of g hip, ifs mat surface 1ike a look veiled by sorrow, the
gweet scent of its flesh, the taste of its juice, Without having experienced
ity what can we sy} Du you see how far we get with logic alone? Mol wvery far.
ligither in ert nor in philosophy. Modern fhought building un‘lqgi?a¥”ggsititiam
cannot go a step further than the ironic knowledge of the old Ggreek GCyuics: that
s pear is = pear, Tasutology, not cognition. It is the senses which are the dogrs
of perception to human and sriistic experience. A definition can nsme s thingy
but without 1ife's experience there is no content, The formjlifbtbbvetsyr identifies
it. The final shavpes of nsture so supremely present in the first vision of a
child or the primitive artist must have a meaning, a sigmificance, or the life
process would not have stopped where it did. To regain this faculty of seeing
the appearances of 1life as though for the first time, this and only this will
bring the efforte of modern art to fruition. Again - has not our generation
in its continued thrust towsrds the primary, the elemental, the primitive. com~
mitted a similar error im logic when it confused the menner in which children

reproduce their vision, with the vision itself7 In most ceses this has led not
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to the rediscovery of the virgin vision in all its overpowering intensity but
merely to a recapitulation of the child's way of giving it form. From th&£ end
we cunnot reach it. We cannot become childrem again and, honestly, we do not
want to. We do not went to neglect or diminish that mental process which lies
between the primary impression and its mature, formal expressiﬂf;j;;are sr'e gome
peintinge by Matisse where every sinsle form is experienced for ites own sake;
not only as pert of s compositional whole but as a msnifestation of form Der se.
By the direciness of his intuition the nainter hes here schieved & visual Tinality
which we could call philosophie. It is as compact as any sentence of the Tao-Td-
Ching, as deep and besutiful as a pege from the Gilgamesh Epics as holy as the
Soug of Bhagevad-Gita. Here forms of life are experienced as though seen for the
first time. Here, the conceptusl organ, the eve, has wrested the suprenscy from
the brain, Here, painting is painting and not science, or logic. Our senses
rosSsess A iﬁtque faéui;;.fhd H;EGEE WEMHSE them pé?:;;ily, thatéféé we ﬁ&y.achieve
in art will be non-art, Only the zenses, by restating them, can humanize the
forms of 1ife, i.e. unveil their significance through the poetic process of
creation and force it out of the anonmymity which is the fate of 1ife without
witness.

In Watisse, to give but one exemple, modern men reached for the new, which
is the eternml. For there is eternity in life; but styles and formulae in art
gre timebound. In the segquence of time, the timebound, changing quality of art
cen acquire the inner faculty of & rebirth to life only if in the secret process
of crystallization it hés reached info the timelessness of Being.

Why ere styles and formulse in art timebound? Because it is the fate of human

thought that ii{ is fettered to its own pre-destined nature. Whatever problems

man gncounters in his individusl 1life or in the 1ife of his genmeration, they cam-
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pel him to embark on their solution, to enable him o survive, That is why
Wietzsche conceived of the thinker ss sesrching not for the truth but for the
metamorphosis of the world in man. That is why we have dark ages and enlightened
egesy times when the mind rules and others when the ratio dominates. Rarely
times when a balance iz achieved betweesn the two. Whenever man tries to break
through his own nature in thought, he arrives either st the blezk hones of
logical analysis and semantica or at the ootions of Platonic ideas, both
estranged from life. Art glone can resiale the visual essence of life itself.
It can - but it does not vet do so in our $ime, because 1t is enslsved by the
same chainas of logic which shackle these particulsr schools of philosophy.

When GCézgnne painted apples he perceived them with & struggling snd troubled
mind s0 as to regain the faculty of seeing; btut he rendered them with the help
of conventional 1ﬂﬂﬁ'ﬁfuﬂﬂm?ﬁ$itiﬁﬂ. The next step was faken by Matisse - to
the rootss to the source of primary experience. It was not only & logical step
in the horizontal direetion; it was an essential step in the vertical direction.
Every single artist will have to take this step or time will undo his art.

Abatrection has become the "Alltag" -- the every-day life of our presence
in art. IUnless we glorify life's forms in their ultimate sipgnificance, unless
we reconcils emotionslism and analytical cerebrelism im line, colour and hand-
writing with the finality of 1ife's formative processes; we shall not be able

to create an art which is congenisl to the wholeness of life.



