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This wrticle doss not suggest solutiona but lists sowe of the insdeqguacies
in our professicnal language, The seme terme - visz., "sbstract”, "non-
figurative", "non-objective”, eto. = are used to describe the dramatic and
convulsive improvisations of Eandinsky between 1910 and 1920 and the classieal
equations of Momdrian, HNevertheless, sverjyone lnows that the plastic message
of a piloture composed of straight lines diff'eres esssentially froms one made up
of a fevarish dance of colouwrs. But the term "sbstract™ only suggests a
general classification without being able to cuncretisze subtle distinotiona.
To desoribe the work of FKandinaky and Mondrian in the same terms is aquivalsnt
to uszing the same word for suwnrise and mmset.

Without being able to list the manifold applicetions of the term "abstract®,
I should like to stress its cbvious ambigulity. This can be found in the learnad
definition given in ome of the moet reputable digtionaries of the worldi
"Abstract. PFresenting or characterized by non-representational designa
deplioting no recognizable thing, only geometric figures, or abstruse disgrams,
or mechanieal or amorphous Ihl._pll."‘} Here the tumultuous improvisations of
Kandinsky (amorphous shapes) and the grometrical imeobility of Hondrian are
covered by the sase word; the definition includes the wsorphous phenowena of
an ephemeral existence and the pecometrical flgures dear to those who claim
Flato as the father of sc-called abstract art, If we admit that the art ki
of both Kandinsky and Mondrian is situated "in the world of the imsgination”,
it stil)l secms necessary to me that we ask ourselves where their spiritual
fraternity diverges, i.e, in which respsctive state of this world each carries

oot his plotorial exploration.

1) Webster's Dictiomary.



i shall try to summarise the various phases of their oreative activity.
We know the emotion that Fandinsky once experienced on seeing a canvas of
Humtuﬂmufhiamnhhhmthgnﬁmahmglmwm. From this
alienation of perception the result is a reégresgion towards the primitive
state of sight, recently described as follows: "The eye faoes & turmoll of
light stimulations; light rays impinging on the retina have no intrinsic order
a8 such; it inmwmwmwmmtnrmamm
*hich transforms the sensuous basis into meeningful unities,” (G. Kepes)
REandinsky sdopts the diasocistion of forms and things, their reduction in the
chaos which is the primitive gern of all future differentiation, and he re-
conducts the empirical image of the world into a state which 4, Ehrenzweig
desoribes as "an carly infantile state of oceanic consciousness when the
ohild's ego was not yet differentiated from the surrounding external world®,
(On the spiritual level Eandinsky carries on his introspection until the
elementary "flux” tc which Bergson refers in hiz Introduction to iHetaphysics,)

Every differentiated form is preceded by the prenstal emorphism from which
it derives. Leonardo, ia his fasous notshocks, wlrsady refssired %o the Lirth
of form in the formless: "I have seen in the clouds or on walls, spote whioh
have awakened in wme beautiful and new forms of inspiration....". It is enough
to guote one of Gfzanne's most hapsy phrases to demonstrate the oomon point
of departure of the figurative and non-figurative painter: "I take from the
left, from the right, here, there, everywhere, their shades, their colours,
their tones, I fix them, I bring them together... They form lines, They become
objects, rocks, trees, and if they are not there, I dresm m# them.® Randinsky
also tried to consclidate the mobile universe of primitive enissions, but by
inventing new figures, He proceeds from differentiation and hesitancy towards

articulatensas,
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For his part, Mondrisn demends & multiform world to be able to extract
his reotilinear relationships. Just as Kandinsky, his art sees in the life of
forms the exact reflection of cosmic morphology, but he describes their final
phese, For hia, trensforssticn means purilisebicn snd simpliricewion towarda
the Cinal "Gestalt”. In 1910, Kundinsky went to the source, ke borrowed the
iuntﬁ.uqtiﬂ and chaotic ories depioting the joyous and tormented birth of &
world. Later, he invented tne characters of this world of pure form. I% goes
without saying that this differentiation with its multiple lyrical or dramatie
phases fomm (from 1522 to 1344) is further capable of simplification and
reducticn from variety to the calm of & few unbreakable axioms. Starting with
the chaos thet he found smong the cubists, Meondrian finished that transformation
of tne multitwde into unity through a system of vertical and horizontal lines,

Certairly, & universal character cam be attributed %o chaos end balance.

Eandinzky's universe is bursting Tuture ssibilities, Mondrian's exhausts
those possibilities hnfﬁ& ’?ﬂ %—L«\—ﬂ-mﬁ :

Conclusion : To demonstrate the organic relationship between thesze
logical and successive phases, to indicate their comnnection with the laws of
optics (we koow that "perception tends towards balance und zyumetry 'l /Koffks/)
and to establish a vocabolary which takes into account the "life of forms® in
abstract art, seem to me to pe the aims of a discussion on the terminology of
art criticism. One can, at the same time as investigating these problems and
obstacles of language, use as a basis of discussion, the voosbulary of gestalt
paychology which distinguishes between the phases of the Vorgestalt, followed
by ihe principle of the differentiation leading to the Gestalt sad the
reduction of the latter inte the Wondrianescue state that I should dosoribe
as % the "Reduktionsgestalt".



