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Mmdrlan I1 lusfrat jions

All catalogue numbers of illustrations refer to:
Seuphor, Michel. Piet Mondrian: Life and Work.
New York: ‘Harry Abrams Inc, 1956,

. 1 .Woods, 1903-5. Watertolour, 18 1/8 x 22 1/2 ins.

Seuphor, Cat No. 61. Si+B. Slijper col lectxon Geerment emuseim,
The Hague.

r

"2 Trees Along the Geln, 1906. Oil, 545 x 73.6

Cat. No. 68. S.B. ‘Slijper collectlon Geern;ntmnse\m, The Hague.

@

3 Devwotion (concept of), 1908. Oll, 94 x 61 cms. .

(Praying Child) Cat. No. 14, 5.B. Slljper collectlonu

Geermentemuseun, The Hague.

4 Dying On-’santlia:nn, 19&3 Oil, 33-1/4 x 21 1/4 ‘ins. o
Cat. No. 138. . Donald Ogden Stewart collection.

o

5 PBvolution.” Trlptych centre, ‘183 x 875 cms; each s1de, 178 x 87.5

ans .
Cat. No. 26 and 27. S.B.Sh]per collection Geenn-.ntamsgun,_ The

Hague. -
6 Woods near. Ole, 1908 128" x 158 ams. S.B.Slijper collection,
. The Hague. .

7 Blae Tree, 1909-10. 55.2 x 74.3 ams. -
‘Cat. No. 174. W.C.V. Dijk collection, De Bilt.

*

8 Tree, 1909-10. Ink and watercolour, 75.5 x 99.5 cms.
Cat. No. 172. Geementemiseum, The Hague. .

9 Oval Camposition (Trees), 1913. 94 x 78 aus. |
Cat. No. 200. Dr. H.P. Bremmer collection, The Ha.gue. /

10 Qarrch Tower atﬁmtelande, 1909. Oil on canvas, -907 x 62. Z oms,
Cat. No. 247. ‘M.J. Heybrook collection, Hilversum.

11 Church Facade, 1914. Charcoal drawing, 622 x 37.5 ams.

Cat. No. 253. Harry Holtzman collection, New York,

12 Mill Near Domburg, 1910. 150 x 86 ams,
Cat. No.112. S.B. Slijper collection, The Hague. .

13 Oval Ccuposltion (Buildings), 1914. 113 x 845 ams.
- Cat. No.281, Dr ‘H.P. Bramnr collection, The Hague.

14 Genposition No. 8 (Facade), 1914. 94.5 x 55.5 ams.

Cat. No.274. . Museum of M)dern Art (Guggenheim F\md), New York.
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15 Pier and Ocean, 1915. 85 x 108 ams.
Cat. No.239. Kroller-Mxller Museun, Otterlo, ‘The Netherlands

16 C(nponuon, 1917. <42 9/16 x 42 9/16 ins. . .

Cat. No.233. - Kroller-Muller Museum, Otterlo, The Netherlands:

17 Carposit'ian, 1919, Bright colour planes with grey lines. ’

Cat No. 299 Kroller-Muller Museum, Otterlo, The Netherla\qu.

18 Cmponuon II with Black Lines, 1930. 19, 11/16 x 20 1/8: ins.
Cat. No.360. Mmicipal Miseum, Eindhoven.

19 Lozenges with Grey Lines, 1918.. - " Co
Cat. No.297.' Haag, Geanentenuseun, The Hague. X \j

20 Lozenge (with Grey Lines), 1919. .
Gat. No.298. Philadelphia Museun of-Art.

21 Cmpontlon B with Grey and Yellow, 1932. -Oil on Canvas, 50 x

50 axms. N
Cat. No.286. MJller—Widmn collection, Basel.

22 Red, Black and White, 1931. . :81 x 54 ans.. .
Cat. No.361. Charmion Von Wiegand callection, New York.

23 Omposition with Yellow Lines, 1933. Oil onﬁa\n‘as, 80 x 80 ams.

Cat. No.410. Geempentemuseun, The Hague.
24 Caypposition with Yello; :;nd Blue, '1933. 41 x 335 ans.
Cat. No.289. Muller-Widman collection, Basel.

‘25 Mmdnan s Studio, Rue du Depart, 1933. (Photographer Unknown. )

TSource: Robert P. Welsh, Bulletin of ‘the National Gallery of
Canaaa ] A N

26 (hpontion Black and H:ite, 1933. ’
Cat. No.374. Lost.

3

27 Conposition in Grey —- Red, 1935. 55 x 57 ams.
Cat. No.376. Mrs. Gilbert W. Chapman collection, Chicago.

28 Composition with Blue and Yellow, 1935. 73 x 69.8 cms.
Cat. No.379. Joeseph H. Hirshorn Foundation, New York.

29 'I‘cblean Poeme with Michel Seuphor. 1928.
30 NDSS' Camposition Black and White, 1930. Andreas Oosthoek,

Lhrlaw Moss p. 215.
*

31 MJSS: Black and Blue, 1950 (or_1931?), 54 x 45 am.
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Fig. 35 Abstraction Création Catalogue, 1932. No title.

Moss Illustrations

‘Source: Figs. 43-60, Catalogue for Moss retrospective
. at Gimpel & Hanover Gallery, Zurich 1973-74; '
Figs. 61- 76‘ Catalogue for Moss exhibition, .
Han,dver Gallery, undon, 1958:

32 Abstractian Creation Catalogue, 1931 . No titie.
’ [

33 Abstraction Création Catalogue, 1931. No title.

34 Abstragtion Créatiom Catalogue, 1932. No title.

'F‘xg./36 Caposition in White, Blue, Red and Yellow, 1932 Oil “on canvya's,

Fig.

‘F“ig'.
- Fig.

Fig.
w Fig.

Fig.

Fig.
Fig.

}f"ig.

Fig.

54 x 45 ans. Geementemuseun, The Hague.

37 Ratio reconstriction of the preceedutg @ss ‘painting by the
Author, at .

38 Abstraction Création, Catalogue 1933. No title.
39 Abstraction Création Catalogue, 1933. No title. . .

40 Abstraction Création Catalogue, 1934. No title.

. N _ .
41 A’bstractmn Création Catalogue, 1934. White, Black and Grey, 54

. x 45 s, . . i .

?
1}

42 Ratio recoLstructlon of the preceedxng Moss pamtmg by the
Author. .

43 White and Yellow, 1935. Oil and linen with string, 55 x 33 ams.
Gimpel .and Hanover Galerie Catalogue (denoted by GHG in the
following), p- 4. .

LY

n

. ’ i .
44 White and %lue, 1‘i35~ Oil and linen with red string, 63 x 45

. G4, p.AL C
45 Abstraction Création Catalogue, 1936.

46 White, 1936. Oil and Linen with String, 90 x 45 ans.
| G, p. 5. ~ :

47 White and Blue, 1936. Oil and linen with thread, 81 x 27 cms.
Gm, po 6. ‘,‘ ' J

48 White, 1936. , Oil and canvas with rope, 80 x 50 ams.
G"’m, po 7. . . '
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Fig. 49 White wood rellef, 1940. 36 x 36 cms. ) ,
’ (;'1n L] 8- ’ |
- ’ P v (\‘ ] ‘
; . Fig. 50 White wood reliéf, 1940. , 54 x 54 ams.
' Lo (‘}ﬁn, p- 90 . - . -
Fig. 51 White relief, 1940. Oil and linen with rope, 54 x 54 cms. -
o GG, 'p., 10. . : ) o ,
M ’ ” . ' ¢ }
Fig. 52 Relief, 1944. Oil and Linen with wood, 61 x 61 ans. '
GH4T, p. 11. . : . |
S \ , .
Fig. 53 Wlnte, Blue, Ygllow and Black. il and linen with wood, 96.5 x L
- 48.5 ams.,- - . o . |
GHG, p. 12. S - R .

[ * |
Fig. 54 White, Red and Black, 1949. Oil with linen, 53 x 53 cms. -
- GHIG, p. 17. ' -0 L )
i"ig, 55 Cénpohition in White and Red, 1948, Oil on canvas, 53.5 x 53.5 :
GHHG, p. 14. ' .

. X ' A

Fig. 56 Camposition in White and Black, 1949. Oil on canvas, 53 x 53 ~
ans . ’ ' . . :
GHIG, p. 18.

1 4 "
a * ~

Fig.\ 57 Caq»ositxon in Black and Red, 1950. Oil on'qanvas’, 40.5 x 50.5

qu,, p. 9.
R ' : ' 6 . i
. Fig. 58 White, Red, Blue and Black, 1951. Oil én linen, 71 x 46 ars.
' . GHIG, p. 22. ' '

. Fig. g‘) White, Yellow and Black, 1953. 'Oil on cﬁnvas, 69 x 69 ans.
| GHET, p. 26. :
" . " Fig. 60 White, Black, Blue and Rad, 1956-57. Oil on canvas, 98 x 97 cms. - ‘
GHT, p.’ 28. ‘ :

Fig. 61 Calposition Red, Yellow, Blue and 'ﬂ;ite, 1956 57. 38.5 x 38.5
ams. .
Catalogue Hanover G&llery, London, No. 1.

. Fig. 62.Composition Yellow, Blue, Black'andﬂnite; 1957. 30 x 24 in v
: Catalogue Hanover Gallery, London, No. 6. °

O o Fxg. 63 Vhite, Yellow and Blue, 1957. Oil on canvas, 81 x 81 ams.
- : G#, p. 29. :

. B Fig~ 64 Vhite, Black, Yellow and Blue, 1957. Oil on linen, 76 x 76 ans.
. GHIG, p. 30.

.




~ Fig. 65 Sphere with Curved Wire, 1943, Marble and metal, 15 x 29 ans.

‘GHIG, p. 31.' ’ R
"Fig.' 66 Two Spheres with curved copper wire, 1945. Copper ~and iron, 28 '
. x 23 ans. ,
G+G, p. 32.
F:g. 67 Egg Shaped Oval mth Sphere,,l‘)so. Wood, 27 x 27 ans.
L4 . G"’m’ po 33' ,( '

/

-Fig. 68 Model for aluninum construction with wood,’//19560. 63 x 63 ams.

G"m, p- ' K
Q .
Fig, 69 LInear Gomstruction in Steel,.1956-57. Height 26 ins.
‘v . 370 ' L‘/’
lief, 1957. Aluminun and Wood, 86 x 104 cms.
, ‘P 38. ’ 7

te with Wings, 1952. Steel ‘6 x 27 ans.
y P. 34.

Concentric Circles in Space, 1953 Steel, 46 x 35 ams.
G+, p. 35. ' ' \

Wood painted white,l height 40 ins. °
G+H3, p. 39.

 Fig. -74 Cone and Sphere in Relatiom, 1957. On white Corhish granite,
" height 10 ins.
Catalogue Hanover Gallery, London, No. 20.

/. |
. / Fig. 75 Balanced Forms in Gumnetal, 1956-57. On Cornish granite. Height
.. .12 ins. A
A Catalogue Hanover Gallery, Lopdon, No. 16.

‘

v
Fig. 76 Balanced Form, 1956-57. In gunmetal on Cornish granite.
Tate Gallery, London}
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1 have divided my t.ixesis in'to three partg. The first is on
Moridrian. ;His interest in Mmne, Blavatsky's Théosophy and its various
“interpretations by Steiner, Edouard’ Shuré, Krishnmsjrti and Schoenmkers

at a critical point ‘in his life has*been generally acknowledged. 1 have
indieated what 1 believe might have been a possible source of motivation

and spiritual support that would dxrect the evoluticnary progress of his

[
art. The connotations and meanings as béd to the words 1dea and syni)ol
by symbolist poets and critics du‘rg‘!.l

ex;iressed by Mondrian in his article Natural Realitz and Abstract Reality,

"jottings and aphorisms in his notebooks and sketchbooks, suggest to me

A b,

that he was either fa'.niliar with those writings or that he was so in tune

with the general feeling of the period that the "idea" (as defined by

Schope.nhauer:j whjch seamed to be so influential a part of the Symbolist ‘

aesthetic might have been a determming factor for M:ndrlan.
In the second part, I have quoted frcm letters written to Jean Cynn
by Mondrian frinnrily during the period with whlch I an dealing (1930-34);

in which he unntions Marlow Moss and amongst other things dicsusses
’

NeocPlasticism and its potential as a style of peiﬁtipg. I have analysed
L ’ i

Mndrian's Caxposition B in Yellow and Grey to indicate its importance as

a bridge between the old and the new in his work. 1 have atteampted to
) . ;

reconstruct; Marlow Moss' pai:{i'it:gs exhibited in the Abstraction Création
group catalogues between ths years 1930-34 to damnstraate how calculated
her paintings were, and how White, Black _a_n_ciGrez (1934) (Fig. 41) is, I

think, -of special importance. -

the period 1885-1895 with views
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o - The third part is on Moss herself. -1 have tried to show that her

interests and life experience shaped her vision. In a general snrvey,o.fl

the period (in which I have neces!arily had to’meke choices), I have -

concentrated on the stream in art which placed its falth in formal, pure

P

obJeetive values, which for Moss mant an aesthetic bued on numbers. At

sae poxnt- of her career she said that she was no( .painter®, whnch mplies

a

_tp me that she considefed herself a constructivilt, in which case there,

was no need to limit her work to painting. During ,fhe period in which I

‘she was a Neo-Plasticist as far as Mondrian was

-/ ‘
. 4
- - B
- - 4

am dealing, hc;wever,
. @
concerned.

. ' 1 belxeve that an xnveutigation of the sort I have underta.ken ca.n

s o0 .* be based only partially on self supporting evidence. l alno believe that i

the ducuuion of cmpos{‘tional problems is open to. the oZver exercile of
personal biu at the expense of an attempt to reveal the purposes of the'
y  artists who created them. However, with the little infomtion avaiIable
¢« gon Moss in the period with which T am dealing, T have had to depend a
great denl on personal intergretatipn, which is, o‘l couxle, bound to a

~1imited. &
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_she was a "disciple” of Mondrian. This is usually’ brought up when hér °

. . .
» . Part I

To su;gest that a little known English wanan artist%codld have made

a contribution to a new expression of Mondrian's later pictorial image

would, I suspect, ha\;e been unthinkable before the sixties, either as

~

irrelevant or undocumentable -- irrelevant because Mondrian's reputation,

-

influence. and production is so much greater. than Marlow Moss';

. undocunentable because it was only in 1969 that Jean Gorin puhlished'

letters from andrian in his exhibition fatalogue at the Centre National

d'Art in Paris in which she was tmntioned asmer dealing with -

sunilar pictorial problems. She would have been the first to a&nit that
work is shown or discussed and"tends tb overshidgw an evaluation of her
total output which includes drawings, relief sbtructureé and three
dimansionai constructiona as well as her Neo—Plastic paintings. o

In the visual arts the spatial apd special concerns of the artist

in hia a.pproach to hia environnbnt have usually been ~those that parallel"

or anticipate the philosophic, scientific ‘or religious thinking of the

sociéty in which he has a part. The degree to: which e is able to expreu
those ideas is dependent ‘on his senpibility, intellf/ence and awarenen

of thc plastic potential of his mdiun, in fact his concern with lnnguage

4

in i{ts broadest sense. o

 Mondrian and Moss were not exceptions. Although at the beginning
. < K 4 -

of her careef Moss undoubtedly ‘had a great! .adniration for and her

pictorial -image bore a resemblance to Mondrian's Neo-l;lnltiq canvasses,

her ;p'pr‘oach‘ was, I believe, relatively more logical than Mondrian's, in

~

N "~ » v
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so far as her image, the end product, was both ca]culated and constructed

rather than formed mtuxtlvely. ‘Moss and Mondrla.n were the products of

their temperaments and the intellectual and visual climates of their
environment ‘at their "caning of age" in painting. Mondrian at the time
when,_the symbolist asethetic provided a milieu in which he could gradually

make the transition betweedf representational and abstract painting, and

Moss when constructivist techniques and numbers were being explored by

sane avant garde artists as the alternative to those aesthetics daminated

7

.by the "tyranny of the individual®[1].
By 1918 Mondrian, as he said, had abstracted everything until he

had arrived at "a £undanenta1 quality (albeit an external fundamental .

quality)" [2]. After that the sources of his' abstractions were
mternalxzed perceptual images of the natural and man nnde‘ wor lds, ‘whlch
were gradually superceded, I’ believe, by the idea, in Schopenhauer's
sense, of psychical (or spxntual) energy in all matter, lthn especlally.
Moss ' source was a concept of physical energy: space, movement and hght
-- psychical enerrgy cannot l?e_measured in a scientific way, physical

energy can.

¥ . '
. It is possible that until about 1934 same of Moss’ es might have

been mistaken for L.tmdr‘ia,n's. Seuphor and Max%Bill\[ 3j in iptroductions
to Moss' exhibition catalogues of nearly thirty years later both rumrked
on hcwwell she had understood the nnster. ‘Ben Nicholson was reported to
have said that ehe plagiarized {4 ]. R

\
Mondrian acknowledged a debt ‘to Picasso, Léger and Van- der Leck

* towards the development of his Neo-Plastic image [5].  In 1937

Vantongerloo writing to Gorin [6] .seemed to fhink, that “he migl;t have
a4 ' .

.. acknowledged a debt to Moss.
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Mondrian's representation of the "Universal in us" -- a sense and

concept of balance which he said all Neo-Plasticiens should use:[? ] -

L .
was the right angle in a perpendicular [ §] position, an image that is

classical and frontal. Until 1935 h\bss seems to have shared this view.
In 1936 she introduced‘curvefl rope in an all-white relief ccnpositi‘on,
which anticipated curved forms in her later d'rawings and three dimensional
é‘culpture. . (There may have been othc;r reliefs incorporating the curved

@

line, which ;vere‘destroyed.) Also during that same period she constructed

., . R . . * ]_\‘bl
. a number’ of reliefs, which 1ike Van Doesburg's paintings incotporated the’

diagonal. Her paintings remained orthogonal constructionms.

After three years at the academy in Amsterdam, Mondrian worked
largely on his own, painting figures and landscapes (1897-1901) and later
' landscapes exciﬁéivel"y' (1902-09) . Basical l.y conservative (human b;aings

1
and 'ar}«i'!*a especially hesitaté to follow -the new until they have

;u;xderstood it to be true[ 9 ), he seems to have had little imcentive at
‘first to change his painting style. His subject matter was his inmedi;.té
environment, .a.nd had much in camon with that of Wthe Hague School. By 1909
when Mondrian had commnitted hin;e'lf totally to Theosophy by joininé the
' society; be must have felt that his work hnq to exi:ress what helhad‘
decided was an essential featx:?ao{wg&at doctrine, and” that nature must

be seen in a new way in relation to h‘is idea.

"For Theosophy man himself is a living temple of God" [ld] . As an

alternative to the puritanical Calvinian.and Christian dogmatism of his

early upbringing, Theosophy attracted Mondrjan: %. . . when we look at
the Curch, we are determined by another fgrce, Iwhen we look at the sta'r‘ry
sky, we are determined by our own powers to create” [11]. He had long

" discussions with his brothers and friends and read ‘a great many books
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¥
which dealt directly or indirectly with the subject [12]. Founded in 1875
- . -
by Mme.' Blavatsky, the modern movement had many followers and was

extrarely popular at the turn of the century.' (One of the books to which

Mondrian was pérticularly attracted was Les Grandes Initiés by Edouard

Schuré, pubiished in 1889, translated into Dutch in 19'07, and a favourite
.book' of the Na‘bils painters in France {13 ].) One of the ba;sic beiiefs of
the Theosophi‘?é'ts (and of mystics in general) is that a deeper spiritual
truth exists beyond and.,a‘bove scientific knowledge. Man ﬁny establish

| L
. direct contact with this truth through meditation and revelation or same’

other state transcending normal consciousness. The world of the spirit
* to which the Theosophist doctrine subs‘cribed was real to Mondrian: ". .
. the universal can manifest itself -- and once it does I can see that“it
might be as real as anything else"; and "from the moment we are capablt;\'
of contemplation, isn't abstraction reality?”" [ 14]. Ode of the aims of
the Theosophical Society iccording to Mpe. Blavatsky was ".to investigate
the hidden mysteries of nature under every ‘aspect possible and the psychic
and . spix;iltuil ;owers latent in man especially.” [15] The iupor::ance
i;:tuition played in Mondrian's working adh;tic calnnot be overéq)hasised,
~ for "intuition", according to Madame Bl'avatsky, is innate to Man -- "it
is his (natural) inner faculties and p;Jwers whjch\if not tainted by
i:lxtellectu‘al subtleties and preconceptions can, vgith percepiion,\ reveal
the hit‘lden mysteries of nature" [ 16]. A

Peter Gay has written that Mondrian valued Theosophy highly for

being,‘ as he said in 1914, a spiritual science (Mne. Blavatsky's book The

- Secret Doctrine was subtitled _"'I.he' Synthesis of Sciencé, Rélig&n and

Philosophy™ [17] ). It had done much for him, leading him toward clarity

———

in the realm of spiritual evolution [18] . Gay goes on to say that for

v

—_— e
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Rudolf Steiner, as for his fellow prophets, " Man is\threefold in essence;

"in ascending purity he lives through his body, his soul and his spirit”.

Steiner believed that
¢
Man is a citizen of three worlds. Through his body he
belongs to the world which he also perceives through his
‘body; through his soul he constructs his own world; through -
his spirit a world is revealed to him that is elevated above
the two others. [19] ¢

v . Through . Schopenhauer's disinterested contemplation (or Mme.

Blavatsky's intuftion) man can arrive at "a conmscious unify with the

'
'

. Universal® [20]. "Art strives", says Mondrian "for plastic harmony

between intuitive, ae‘sthetic awareness and recollections of external
reaiity" [21], and "the means to .spiritual progress lies in the

intetiorization of nature inﬂplastic art" [22]. )

The manipulation-of the formal elements in'art to efp}ess a specific

idea had its self conscious beginnings with the French Symbolist poets in

France in the 1880's. Mondrian had always. been interested~in_design .

- __prdb,lanﬁ (Fig. 1 & 2), but-that it became crucial to his work after 1912

can be seen in his painting and theoretical writing. Asn early as Oct.
‘Z9, 1909 he wrote: " Everything in our times must be repres.entedbtherwise
_even thro\ugh. a different technique® [2347° And in 1917 4 |
if indeed the appropriate ‘elaboratiox.x of the elxpr‘essi've‘
means and their use -- that is camposition -- is the only

pure expression of the Universal, they camnot be other than
.universal, that is to say abstract. [24 .

If the symbolic content of Mondrian's p'a.int‘i g was too genéralized to

allow for its classification as a genuine| product of thle‘syuboli!st
noverent in art,‘as Welsh has suggeste&i[ 25], it is reharkable how closely
his ideas parallei the theoretical writings from the 1890's of the

influential critics of the French Symbolist ni:vement,. J. Albert Aurier,

4
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.had to embody an absolutely effective system of formal values.

Maurice Denis and Rémy de Gourmont.

to Aurier: e

and

2‘.

_idea,
Syabolist, for it will express this idea by means of forms,

Synthesist, for it will present these fo;'ms, these sigms,
according to a method which is generally understandable,

3
Subjective, for the object will never be considered as an

- object but as the sign of an idea perceived by the subject,
b}

5.

Decorative; . . . it - is nothing "other, than a
rtenifestation of art at once subjective, synthetlc, synbolic
and ideistic. ,

¢ "'A - -
. « o the artist has the right to exaggerate those directly
"significant qualities (forms, lines, colours, etc.) or to
attenuate them, not according to the configuration of his
own subjectivity (as happens even in realistic art) but more
to exaggerate them, to attenuate them, to deform them,
according to the needs of the idea to be expressed. [26]

For Rany de Goun;)nt, the artist

dmt s 'enquerir de la signlflcatlon pérmanente ‘des faits
passagers, et .tacher de la ‘fixer -- sans froisser les
éxigences de la vision propre-—~= tel qu'un arbre solide
Emergeant du ‘fouillis des mouvantes broussailles, il doit

chercher 1'éterne] dans la divérsxté munentanée des formes-

e . [27] :

’

.
A

j Ideut, for its umque ideal will be the expression of! the ty

'I‘hé work of art will be, according

~

Fram an investigation of .the-Symbolist aesthetic in France between
\

2

1885 and 1895, A.G.Lebmann co;xg:luded ‘that the unity of expression, the

unity of form and content, was the ofily aesthetic fact that underlay all

the references to the word symbol during that decade [28 1.

If the method

of creating art was to be distinguished fran the scientific method, it

/

i-h said

that it was not possible to limit the use of the literary syabol to ome

_or other of the formal constructs in the art, but it was poséible to draw

&

il ot
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up a list of the different ways in which the Symbolist poets used symbcfs L
(29]

i .
1. Any isolatable msﬂaer of the external world, or any quality ) :
which bears witness (to the mystic) of a supernatural unity -
and universal analogy in ‘the world.
(For Mondrian: "The flat surfate and the straight line . -
provide the means for saying everything -- but it is the L .
artist who does the saying”"[ my emphasis] [30).) . . .

2. Any sensible thing of any word, so far as it suggests to
the Mallarmein poet the Platonic idea imminent in it.
(For Mondrian: "Plastically, the universal, expressed in, .
the relation founded on the right angle, is the . .t
manifestation of the unchangeable" [31].) . L 3
3. Any .representation serving as a sign of a general attitude
which either tradition or supernatural decree has invested i
with powerful emtional resonances. ' T ‘ i
(Query to Mondrian: "Was it always a feellng for the T
strajght line that prompted you to paint?" His response. ‘
"Since the straight line .is the most perfected, the
profoundest element m ourselves, doesn t ‘that go without
saying?" [32]. )

4. A single representation abstracted fram a ccnplex of
experten\:es, involving many associated representations,
which is intended to do duty for its fellows as the most
characteristic. .
(For Mondrian: "In this vanety of relations, a single Co 4
relation is unchanging: this is the right, angle" [33 1) 3
5. Any work of art . . . whose ev:dent purpose is to express
the artist's attitude.
(For Mondrian: "Needless to say, when the man who creates
aesthetically becanes really inward, he will feel the need
to externalize his new inner identity, since every artist
necesgsarily enbodies in his art what he is in himself" . .

(343.)

“6. Any formal construct or poetic image of great force which
constantly -recurs in the poet's work, as his mind circles
a certain predaminant attitude.
(For Mondrian: the right angle. )

n

7. Any work of art considered as a formal unity or a:bodying
an aspiration of formal unity. :
(For Mondrian: "We ought to apprehend the visible as awhole
fron which nothing can be amitted, a whole in which all
things are parts and therefore necessary" [35).) "

In his utiele Natural Reality and Abstract Reality and in earlier

'




e

> 4 .
‘notes Mondrian invests the right angle with so much connotatiye data that

it must function as a gﬂé}_, and ’this.‘s“ymbol v;'ould seem to paral‘l,;'l mdsrg
of the interpretations of the word M by Symbolist poets. Not on]};
does:the ri‘glit angle demonstrate one of the universals of experience w'iaich_
was fornulated as a law by Pythagoras and known empirically as the elane‘ntl
~of symmetry that divides the plane .fo;xr wa‘ys,‘ but it also expresses a
sifgle metaphysical concept of life an.d. immortality. As Mne. B!av'a?sky
said, . 5 '

It symbol“izea our humn‘existenéq, (right angle turned four
ways), for the circle of life circumscribes the four points’
of the cross, which repreésent in bsuccession Birth, Life,

" Death and*Inmortality. [36]

The conjuﬁction of the horizogtal and verticai, the mascul ine and fan,in'ine
. elements; "symbolizes the® artist, who, Mondrian says, is asexual. [37]

" Andre Gide wrote in Mercure de Framce (1897) that "en &tudiant la
quéstion de la raison d'étre de l'oéq:rre d'art on arrive a trouvereque
cette raison suffisante, e symbol de 1'oeuvre c'est la camposition" [38 1.

. é
The influence of the French Symbolist poets after 1870 was felt in
all the a:rtq (Correspondances), and eventually in most European countries.

In painting this influence manifested itself 'as a reaction against

Impressionism and e;pecia\lly against the principle of Realism as
v *

formulated by Courbet:

Painting is an essentially concrete art and can consist only
\ of the representation of things both real and existing . .
‘ « Painting is a physical lan e and deala with the visible
world. Things which are abgtract, invisible or non existent ’
do not belong in-the d n of painting. [39]

.

One of the aims' of Symbolism was to resolve the conflict between the

material: and spiritual worlds., Maurice Denis, the theorist of the

-
-
[}
[

povement, wrote in Cézanne .as -Symbolist in 1907

-

i
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Symbolism was not originally mystlcal or 1dealist1c. It
was begun by landscape and still-life painters, and not by
. painteys of the soul. It did, however, imply a belief in
the coirespondence between external forms and subjective

. ~ states., Instead of evoking our state 'of mind by means of

p the subject represent'ed, it impthe work itself that should
transmit the initial sensation and perpetuate the ‘emotion.
Every work of art is- a transpasition, an mpa.ss:oned
equivalent, a caricature of same sensation experienced or,
more usually, a psycbologlcal fact. [40]

¥

. Mondrian wrote

. .-\l. the origin of the work of art: the emotion of the

beautiful . . . you noticed the tonality, while I was struck

- by the way the beauty of colors and tones suggested repose.

. + « Repose becames plastically visible through the harmony

of relations and that is why I stress the expression of
relations. [41] . ‘ -

Fran about 1870, Schopenhauer's philosophy interpreted by the French

)
avant garde poets becane the vogue., It provided a justificatlon for and

.a sowurce of many artlstic preoccupations of the time. According to
Schopenhauer's doctrine

Idea was not a concept (which i the object of rationmal
activity and science) nor a mental image: it could be .

. defined as the adequate representation of a concept entirely
within the sphere of intuition. [ 42]

L’One of the most influential of the Symghbst,vPoets, Gustave Khan, ‘in

5

. defining Symbolist .aims reversed the conventional relation of artist and

subject when he wrote in 1'Evénement (1;@86)
13
the essential aim of our art is to‘)objectify the subjective
(the externalization of the idea) “instead of subjectifying
the object (nature seen through tle eyes of temperament).
'Ilus, we carry the analysis of the self to the extreme. [ 43

e Lﬁndtian never used accepted philosophi@?and religious imagery in

his art, unlike most of the more conventional ljterary Dutch Symbolists,
he felt more in sympathy with traditlonalt;landscape painters "who

considered their work as much a craft as a liberal art" [44 ). However,

:

‘Welsh feels that it is because of his less cosmopolitan background that

v N
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I' feel that it was the ideas implicit in symbolism that stimulated him .

rather than how other symbolists had realized them.

The exarples.] have used to illustrate most of the similarities have'

.
“

been drawn fram Mondrian's article N'aturall Real\itl and Abstract Reaiitl.

Severini,' in La 'Peinture Avant Gérde, an:article first pubhshed

M:rcnre de France in 1917 p. 452. Jand reprinted in De Stijl at M:mdnan 8

instigation, wrltes

Tout les efforts des peintres d' avant-garde tendent vers
1'éxpression de ce réalisme nouveau qul, &tant tributaire
de la sensation et de 1' idée, avait ete défini par moi dans -
mon ‘article précBdent: r&alisme.idéiste, en adoptant
1'expréssion de Ramy de Gourmont qui me parait trés éxacte.

He makes the distinction between\two types of idealisne, and notes that

' Onapourrait 1'appeler 'id@aliste', misﬂ‘REmy de Gourmont
" observe tras justement qu'il a deux 'id&alismes' trés
differents. Un qui-vient de idéal et qui est 'l'&xpression
d'un é&tat d' ésplrit moral ou\réligieux, synonyme de .
splrituallsm et 1'autre qui vient\de idée, et qui est une
'concéption philosophique dumonde'. \(Platon, Schopenhauer,
Bacon, etc.) C'est ce dernier ideal\sme prenant sa base
sur la matiére et sur la forme qui s'identifie avec 1'art,
" c'est pourquoi jlai cru devoir 1'adopter dans cette
éxpression: réalisme ideiste, qui le d&finit sans
:possibilité de doute.[ p. 452, Note 1] . )

Mondrian was to spend three summers fram 1908x11 at Domburg where
he met Jan Toorop, who under the impact,K of the literary. works of
Maeterlinck and Verhaeren had became a symbolist. Th con‘t%nt of his

list artists in

pﬂa/intinngs was mystical, but he was one’of tixe fe/:w B
Holland who incorporated a blend’oi del;tillist, Syni)olirt and Art Nouveau
techniques in his work. In 1‘905 he had became a Catholic. It is
unthinkable that with their cammon interests in painting and Theosophy,
the two men never discusaed those topics. Seuphor says that Van Toorop
visited Mondrian in 1908 "where he would remain for a long ~ttme in silent

contemplation of one of Mondrian's canvases and express his approbation

~
i
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in a monosyllable just before leaving." [ 45 ]'Welsh suggests that certain

paintjings such as Devotion (1908) (Fig. 3), the Dying Chrysanthemm (Fig.
- ' .

4) of the same yea{, and Evolution (1911) (f‘ig. 5) can be interpreted as

specific attemts to fepresent certain concei:ts iin the Theosophtcal
doctrine as laid dowtx by Mme. Blavatsky. Querido, a eritic .and
acquaintance of Mmdrtan's, camented on the greater unity of style which
Mondrian had achxeved in his new pamting at that time: co}our no longer
—represented rmtter, but (instead) the spirlt of thmgs. Colour mst be
cmprehended symbolically, and- suggest moods " (1908-09) [46 .. Mondrian
adapted a version of Pointillist style in’ 1909. Accordlng to Querido a;nd

o <

,'other critics "he seems to express great realization of an overpower ing

maent in nature”[ 47 . (His Mill in Sunlight (1908), Haystack (1908-09)

and Red Tree (i'908) are all attempts to capture this'intense manent in

nature by a symbolic use of anti—natural pure colour ) Mondrian himself

wrote ln »1909 that "It seems to me, a cla.x\ity of thought must be

accanpanied by a clarxty of ‘technique" [48 1

N -

R
\ In 1914 Mondrian returned to neutral §lolland where he rennined until

~the end of the war. There he renewed h‘i\e contact with Toorop, met
painterre Bart Van der Leck and Van Doesburg in 1916 and architéct J.P.
Oud., wi th whan he discussed i.:roblenn related to painting, and where his
Neo-Plasticism began gradual ly to evolve, Bart Van der Leck had developed
a hard edged style by 1917 and both he and Van boeaburg were painting more
or less geametrical forms by 1915[ 49 . Mmdrian wrote: "my technique,

which is more or less pictorial in ‘nature was influenced by his Van der

Leck's exact technique [50] In 1915-16 M:ndrian, who had practically

"stopped painting at this time to work on hh arttcle Neo-Plae'tici-n in

Paintix_)g, saw a great deal of the Christophist Mathematician Dr. M.H.J

=
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. Séhoermekers, for he considered that Schoemmekers' ideas in general might

} . o
be able to provide his theory of Neo-Plasticism «with an objective

Phi losophivcal‘backgroundr[ 51] ¢ Mondrian's ideas seem to have been greatly

irtfluenced by Schoen;:ekgrg' books The New _;_Img_g of the Werld ‘(’1915) and

Principles of Plastic Matggn-tics ('1915)) and ‘the latter is a key doé: nt"

- S . - !
for the theoretical-philosopliical background»* of Neo-Plastic writing '[52.]“

-

At thia time he started to jot down notes which were later to be found ,in

De Sti]l and Natural Reality and Abstract Reality. 'Mondrian always

B .Y
. can51dered himself a realist -~ first as a natural realist and then as an

abstract realist. Traditionally pictorial realism drew from material

ﬁ,evidence the solidity of objects which could be ;Ser,ceived by a sense of

\

' ' ,arabesqﬁe’s bounding flat areas ¢ colour and tonme. N
L3

\

»
&

)

aJ

.object was essential to Cubism). Cubis&: according to Picasso "“is not.

‘touch. At the end of the century synbolism‘i:rough\.t back the value of

intuition; solidity l‘gst its’ importance, the ii)xe becane undulating,

-§'

By 1910-11 the works of Picasso and Braqué’had reached a degree of )

‘abstraction which owed .ve.ry little to a legible tramscription of visual

reality (although Picasso, Braque and Metzinger all insisted that the
T} ther a seed or a foetus, but an art deal ng prinnrily with forms, and
whgn a form is realized it is there to llve its own life." [53]

In 1911-12 there were two inportant exhibitions in Amsterdam -- one

in honour primarily of Cézanne and Picasso, and the second of Gauguiu and

LeFaucoxgmer [54]. In 1912 Mondrian moved fran Holland to Paris, where

-analytic cubism was already established among avant garde painters. He
came to Paris to learn, and he did so fran Picasso and I.éger, as he was

to write later [55] According to a young musician- friend, Jakob Van
B

Damselaer, whan he saw frequently in 1912, he painted "trees, nothing but-

haa g
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abstract trees [56] In writing to the art critic H.P.Brenmer in 1914

he explained his artistic aims: ¢

. + « I construct. line and colour carbination upon a flat
plane with the aim of 'giving form to general prmclples
of beauty. . . . I abstract everything until I arrive at
the fundamental quality (albeit an_ external fundamental
quality) of objects . . . chance must be avoided as much as
calculation. [57]

a—

.-/ -
-

Unh](e the predaminant tendency of Braque and Picasso by that' t ime ’

¢

for studio constructs of man made objects, Mondrian's preference was for

. ( .
landscape painting..\ His late Cubist oriented paintings of 1914

transformed the Cubist scaffolding into a lattice camposed of horizontal

and 'vertical’_ele:nents with an occasional curved line. Bearing in mind
( ¢ g

. thagt one of the objects of ‘the Theosophicaljciety was "fo investigate

the hiddqn‘myateriesl,iof nature under every aspect possiblé’(; Mondrian used
the Cu\bist'a destructionw.pf corporeal n;ntter..aami remteness of visible
reality as yet another, but major step, towards fulfilling his mission as

a 'Iheolsophlvst. Moving gradually awa} fram concrete (or determined) form

- in nature (trees) '(Figs. 6,7,8,9), man made objects;in the landscape'
(cimrches Figs. 10,.11 -, win&nills Fig. 12 , building facade;/-f'igs..
13, 14 ), the sea (Flgs. ‘15, 16), the heavens (Fig. 17), and. finally Man

-'-\‘:hxmself (Fig. 18), he gradually abstracted the hidden mysteries to the'

] s

right angle.

Between 1914-17 Mondrian did a series of drawings and paintings

Al

which he called Pier.and Ocean, Sea, and Camposition in which the plastic

elements were reduced to short hcrizontal and ver\tiéal lines' that
occasionally intersect, and it is the :structure alone that creates an

image of a self cént;ined fc;:m. o

N

In the Mimnond series of 1918-19 (Figs. 19 & 20) Mondrian identified

Py

& .

b2




“a

been (whether or not enclosed by a line) self contained centralised oval

' existence s wrote Madane Blavatsky[ 59 . - . o o

adialogue 'betWeen a natural painter, an abstract punter ‘9,,9 an art lover, .
found beautiful .was a feeling of repose Aéngendered by the tones and

. ’ Q@ L}
‘of contenplation is no jlonger vigible. "It is these iniges',,ni,d

. beauty"” [60]. Mondrian's inn‘ges -- the ones he retained fram the ‘

. contemplation of natire as expressed by plastic relations (the oppositlon

-, ) “ ’ | ‘ 4
‘ .> - 16 - - ' Vi

the shape of the painted campositich dire,cgly‘with the shape of the
. . .

canvas, in a simple all over regular grid. Previousl;, his images had /=/

i

or circular shapes against the "rectangui:’r field. The night sky, he told

Van Doesburg, inspired him to prodlice those paintings| 58]. -

Before he painted Cmpositlog in Lines (Black and White) (Fig. 16)

in 1917, Mmdrian had never used. a square f\omt' and it is possible that

"he felt that with these paintings he had finally faced all aspecta of the

. physical world and reduced them to his idea of what lay behind, the x.n’atural

L
appearance of phenanena. Squares have a specxal significance in Theosophy

i
-

and especially the horizontal and vertical cross i"nscriged in the square.

"Within its mystical precinct lies the master key which opens the door of

e

every science, physical as well as. spirituaI It symbolises our human

! o
In 1919 20 Mondrian camposed an "Enay in Dialogue Form entitled :
) .4
Natural Reality and Abstract Reality (which Seuphor described as the only

que he continued to like) in which he deucribed, through the mediym of a _ ;

how and why hi 7abstract reality” had evolved. "The origin of the work

of art", he said "is the exotion of the beautiful” and what Mondrian

colours ‘of the landscape. He wrote that in confcxplating the landscape

with artistic vision immges are produced which .gain force when the object

Mondrian #imll ‘hot the objecta‘we)nee that are the real exprenions of

bl
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@ . .
‘ of lines and-colours) -- are very specific ones: the mass of formhfeducetf

to coloured planes determined by straight right dngled contour lines, and

‘iﬁ his article General Principles of Plastic Equivalence of 1920, Mondrian
. R S

said that "art must not only be the aesthetic expression of our subjective
, . : . ~ -

sensations but must include what is above all%:i'sery‘ and happiness (the

a

tragic) -- a state of balance'. In Man a state of balance is largely
"

unconscious and intuitive, and can only becane conscious through

I

j‘sinterested coniax;flation . This balance is a new harm:my -- it can

. il
- . never be found in nature -- it is: the hanmny of art. . ¥

L3 b

-

R . . As early as 1915 until the late 1920's there was a general moygment ,

ot)" the avant garde in Paris away fran Tthe intui‘ti\‘re salf:—gxpressive

. z‘zp.;;roach to paintix&g to a more classi‘cal‘lyt’orientqgi rational approach
-8 ‘ [2:1]. + This attitude, 'thg cairpulsiop l.for. a “return Q.tq~ordex;",. was

¢ . . N reflected in ;l:m:;ber of reviews and magazines published during this
’ .pezr iod. The Dutch ;roﬁp De StijI, founded i—n 191'; by Van lso’ésburg with
Mndnan as one of t;:e original members a;d its most fai thiful contributc;r,

was the most nbstract and ideal‘i'at in 'ideology. Van Doesburg . had felt an

immdiate affinlty to Mondrian's pamtinga when he f1tst saw them; and in(

) his ctiti‘citn of one of these wqus in 1915 suggested that it gave the

in‘pression 6f 'spiritualjty and- repose”. However, throughout their

g &.—\_ " uaoci.ation he felt that the exclusive use of orﬂ:ogonal relationships

, rendered a painting too' static, and 't'mvumnt, a very real concern of

.4 contaxporuy artists, should.aumhow be represen?ed in a paiixtin/é.\lﬁ
‘?Feping wifly the De Stijl ‘group":,ini’e;'ent in the (Luaiity of matter and

j R ‘. "mind, vuf'Doe:burg' chose t6 solve it in a vist;ally more dynamic way than

b andrian. He associated the diagonal with spirit and the orthogonal °

relationlhip wlth matter [62 A ST ) '

{/ .
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_-Lessitsky and Hans Richter.

'«d

--18 -

“ Unlike other founding members of the group, Mondrian cpnsisfently

: ’ : A
used an intuitive approach to painting. b&:ither did he defect fram

Schoermmaker's view that the spiritual and material reality existed as a

unity of counterpoynts in equilibrium.

After the Great War, Mondrian retlirrLed to a predominantly purist . '

Paris, whereas Van Doesburg went North to Welmar and the Bauhaus of Walter

el

Gropius in an attempt to pramote the De Stijl ideas.

We ‘define the progressive artist as one who fightg and
rejects the tyranny of the subjective in.art. As ong whose
work is not based on lyrical arbitrariness, as one who
accepts the new pnnciple of artistic creation -- the
systemization of the tneans of expression to produce results
that are universally camprehensible. [ 63] .

Thls quotation is part of a statement issued at the Congress of
Intefnational Progressive ar\tists in Ge:many in 1922 by Van Doesburg, El

By providing a positive- declaratlon of ’
principlee, they were atte:ﬁpting to unite all European artis@s by a cammon

style which was to transcend barriers of nationality and profession,
parallel the eontemporary discoveries in science of the nature of the

physlcal universe and in this way be the representatlon in art of man's

evolutlonary standing vis a vis naturq. The new art was to be. founded

*

’ -
not‘ on a subjective, )but on.an objective basig. The artists were

‘ /a- { X . s
themselves problems; their aim to make use of each other's work:

to set
"There
can be no excuse fo_r anything that does not clarify the inteﬁt§on behind
a piece of work" [64f. 'n:ey felt thet art was a universal Uand‘real
expression of creative energy. ’In 1925 El Lissitsky ahd H%Arp wr%te:
"constructivism proves that the limits ,between mathematics and \art,
between a work of art and a techniSai. invention are not to be fi;e(i' (65 1.

Known as "International Congtructivis;n"r this ideoloéy could be sajid to

~— .
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have evolved fran Russian constructivist imagery toward amore universally
accepta‘ble art based on the clarity of geanetrlc form [66].

’, 'Ibwards the end of 1924 and the beginning of 1925 Van Doesburg began
to develop a new approach' to painting which he called Elenentarism. J:Qtt
the time he also wrote several articles attacking the "classical" in art
and the role of intultion in painting, which he felt should be replaced
by a more scientific attitude. During 1926 he reiterated his vlews and
reinforced his long standing disagreanent‘with Mondrian:

The classical notion.of art consists of the plastic
expression of this pélarity (matter-mind) as a balanced
unity, but this solution has proved inadequate to the
expression of the modern spirit which is characterized by
an unavoidable opposition to nature, to physical structure
and to all romantic symbolic ramantizations there of. (671
. v, J

And again:

I understand spirit to be entirely different fram that which

it represented for our predecessors, or until this very day

for witches, fortunme tellers and Theosophists. [ 68]

A

“He felt that Elexentarism was the natural outcane of Neo-Plaéticién: "The
- Elementafist consi('iers\“l“,i fe only as a perpetual t}ansformtiqn" [69]. Im

another fragncnt he writes that
. °
'Elementari has been born partly in reaction to
overdogmatic and often narrow minded application of
Neo-Plasticism, partly as a consequence but ul timately fram
what is primarily a radical correction of Neo-Plastic ideas.
[70] .

In his article Hame ‘Street City (1926) Mondrian wrote that .

“ \| Neo-Plasticism was recently accused of being classical and
of trying to follow natural appearance (even though
abstractly). Neo-Plasticism is classical-only in so far as .-
it is the true and pure manifestation of cosmic equilibrium ’
from which we cannot separate ourselves as long as we are
men. At first sight sone points seem to support the
accusation. Therefore an explanation is necessary,
especially as the use of the oblique in architectural

" chromoplastic woulg destroy the Neo-Plastic unity of
architecture and painting . . . . In any case; note that

.
. .
i
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' o , ' in Neo-Plastic art it is not the vertical or horizontal but
, the perpemdicular position that is essential -- and the

relationship so obtained. [71] '
" When asked to contribute to the jubilee issue of De Stijl in 1927

Mondrian repl iea

o After your authoritative improvement(?) of Neo-Plasticism .

.any collaboration has became impossible. 9 regret being
unable to prevent any reproduction of my articles and photos
in the present De Stijl. For the rest I cannot feel any
rancour either.[ 72]

S

2 Although Van Doesburg wrote in his diary that "the renewed friendship with (
¥ ~ . ‘¥
. Mondrian provides. both of us with the pleasant' evidence of mutual support”

(May 1929) [ 73 1 this certainly did not seem to reflect ‘Mondrian's
»’ .

attitude. Because of samne "offensive" letter that Doesburg had written
Seuphor [ 74 ], he i'_nformed Van Doesburg that he ®ever wanted to see him

. again ~- in 1931 Van Dgesburg died from a heart attack.

i

In 1930 Mondrian wi‘zte

Les différentes religions et les systé&mes philosophiques

' nous montrent clairement que, dés qu'ils prirent une forme,

ils n'établisaient qu'un -seul cB8té de la vBrit&. De 13,

tant de doctrines et de dogmes apparemment contradictoires.

.Tandis que le vrai mystique, s'abstenant d'&tablir. une

. forme, exprime la vérité universelle en ne s'occupant que

du rythme libre de la vie. 'Parallément 3 1'art et a la vie

sociale, la religion et la phjlosophie d'aujourd'hui
s'acheminent vers une conception universelle en ‘se basant ~

exclusiyement sur ce qui se manifeste 'par' la forme. (F751]

\ (an opinion he had expressed in Natural Reality and Abstract Reality.)

In 1931 L&ger published an article in Cahier d'Art entitled Abstract
Art in which he said that Neo-Plas.tic painting had ‘x'-’eached its apogee;
tlvxat as a logiéal .extension of Cubism itihad gone as far as it could; it
had served its function and should now be forgotten:

They are the true Purists. ‘Their analysis is camplete.

External activity is reduced to its simplest exprel'ahm. -
- SN Evolution has to go that far. They have created an
‘ / indisputable plastic fact, Neo-Plasticism had to exist. It
- v
- . ' ‘
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is done. [76] -

" In the prefm::e to Piet Mondrian: Life :z_a_g_d\Work [ 60 ], George K. Morris,
who was one .“of Léger's students at the Academie Moderne in thé 1920's,
asked l'\.i}n ’at, the time wlhat he thought of the work of‘Mmdriah,l Pev{;ner
and Arp, and Léger said that his own approach was so different that he

, felt unable to' appraise them; they were abstract, ‘whereas he was

interestéd in the object. ‘However, by 1931 in the article quoted above

1

he must have felt strongly enough to write that he found it
a mute essentially static art which will always function
for some initiates who have freed themselves fram the
ordinary and are apt to be satisfied by a coefficient of
" beauty that does not change and does not even seem visible.
-+ a dangerous game that must be played. [ 77]

-
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o Part I .

The magazine Macixln 2 published in 1977 a collection of letters to

P

" catalogue of 1969) from various painters with whan he had associated in

the thirties. Among these letters were ‘a .number fram Mondrian which
reveal the extent of his concern with the analysis of the formal aspects
. . . .
variations possible within the general horizontal and vertical orientation
.of the,design elanengs. He mentioned Marlow Moss, a painter and mutual
;.cquaintance" in connection with these researches.
M)es; contact ‘with hbndrion's work dated fram the late twenties.

The -start of ber career as an achfI same consequence coincided with

a period in Mondrian's when his aesthetic was being questioned gc{erally

by his peers, specifically, by Van Doesburg and Léger (see pg. 19 & 2%) |

»

and later Vantongerloo [1 ], either as being too static or too reductive

[

(by that time he had condensed his image to three black ‘l ines -- the limit

of the plajtic means --"on a white rectangular ground, Fig. 18). He had,
I have suggested, investigated the "hidden psychic and spiritual powers

latent in man" and was:miting notes on his aeetﬁetic theory that were

o snbsequently published as a long article in Circle lhguine in 1937."

fdct that Nbss early work and correspondence were desﬂqzc}_[zl \hat

‘ Mmdrian kept only docunentn that were of an extremely personal nature

apart fram his paintings-and articles, and that most of the‘ir discussions
took‘place on the occasiong when they met, precludes any. written evidence

for this pexl'iod. Seuphor said that he never saw Moss at Mondrian's studio

-2 -

Jean Gorin‘/_(three of them reprinted frlc'xn his retrospective . exhibition

..0of Neo-Plastic paintings with respect to the theory and personal

.
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at that time, although he(Seuphor) was there frequently [3]. Gorin's

¢ -

published letters are therefore of considerable importance and interest.

Marlow Moss xt:et Mondrian in 19i9. She painted her: first Neo-Plastic
painting that year; two black lines intersecting at right angles on a
white groﬁn@ [4]. 1In 1930 she exhibited at "Le galen des Surind&pendants”

: ] ¢
a camposition with "double lines" [5]. Mondrian was interested enough to

write to her asking the purpose of these lines. In view of ‘the subsequent‘

development of his pamting and the contents of the letters, it. seems not

. unreasonable to speculate that Moss' use of the- double line acted as a

catalyst that stimulated Monciﬁan to ‘x‘search thi‘s ,particular exprgssion
of Neo-f;lastici'sm. , . - ‘
Mondrian first used two nartow;y spaced horizontal lines in a
Pain‘ting in 1932. ’I‘his\\wﬁrk is quite (tifferent in appearance to any of
his previous paintings and any that were to follow. However, upon closer

examination of this painting, I found that Camposition B with Grey ;ulc_l_

Yellow (Fig. 21) was in fact the last ina series Qg seven- sguares painted
during 1928-32 6 ] in which the composition is dlvided into four main
areas, with the top half larger than the bottam. The two top rectangles
and the bottan left hand rectangle are open on two aides. The fourth

division contains a smaller closed rectangle which is sametimes a square.”

the canvas plane or separated fran it by a narrow strip. The remining
area is divided into small rectangles. In 1930 and'31 he painted three
rectangular canvases [ 7], the first two of which consisted of three black
llines each. In the third, which was less reductive but baeical ly t";; same
caposition, the line traced a continuox-m path inside the cenfineskof- the

canvas plane except at one point where it follows the edge of thec‘ canvas

h ! -

' The bottan side of the small square is either flush with the periphery of

g
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to the next section of .line. Until this painting, this kind of cont inuous

.

line was unique in Mondrian's work, and was only used again in the

composition with the "double line" (Fig. 21.)

]

Camposition B with Grey and Yellow (Fig..21) is di‘villed vertically
into two equal parts,. and bisected llori'zontally by two thin blaek lines.
"The small closed recfaggle of the lower right hand quadrant ;js a square "
if portions of the black lines and double lgxes are included. This poses
the question whether Mondrian's picture grid was calculated in this case,

. whichw\e;not his usual practice.b “Ag~it happens the plane is a grid with.
5cm units enli the black and bottom déuble line coincide with the
underlying divis‘ions. Because the picture plane is divided mol'e precisely
and the lines are positioned on it, one can preslme that . the grid served .
sare function, which in fact it did. In order that the picture plane was -
not bisected into two equal parts to prodllce a’ strictly symmetrical
’divi's,len of t‘he canvas plane—' (against Neo~Plastic principles), Mondrian
paihted the tllicl;ness of the line to one 'side of the veriicel division sl)
that it determined the yellow 5fctangle conceptually and divided if fram |
the whi te rectangle on the right perceptually. In the lower half of the
painting the line "belongs" to the small rectangle because it is only by °
inclutling it as a part of the square that the measurements will be tr
for the square. The hor\izontal_ lines "belong" te the top half of the

image because the lower of the’ two lines is coincidental with the grid

\,«l—tm This manner of constructing with line where it is super imposed on

#he under lying grid, ls most unusual for Mmdrian and the only possible A

precedent in his previous work (the diamond paintings of 1918) is tenuous
at most. (However, this procedure vdvas and continued to remain standard

strategy with Moss.) The solid black line in the painting leads the eye

—

i

-
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(from the top to thé hott@ of the canvas, across the lower edge of the
square, up the other side and across to the canva‘s edge in a (:)ntmuous
flow -(uninterrupted by the double line). Unllke‘ the. line in the 1931
painting (Fig. 22) it does not turn in on itself nor does it seem to
continue of f the can;as, but instead ends with what is virtually a double
line or one that has been underscored. Because of its honzontal
position; the fact that it bisects the vejrti.cal side of the square into
two equal portions; that it is twicé as wide as th‘e rest of ‘the line jand
the neutral grey rectangle which lies next§ to it is half a sguare, ‘this
aml] s?gnent ;eemq to be the focal point‘ for the whole painting. If one
studies thg/fei)roduction for ‘any length of time, theswhite between the
narrow black horizontal liz;es is suMused with yellow creating an area of
anbigui’ty (again, unusual for Mondrian) in which the lines lose their
individuality, seem to recede, and take on the characteristics of a grey
.;;nlane, bridging the gap between, or connectiné, the two coloured areas.
¢ As basjic const;-uction line.‘s- in the qaxposition, Mondrian’s double
lines are not as successful as the solid line he honnally aqaloye_& What

ihey did do was to suggest the means by which be could release the yellow

plane fran the constraints and detemmining black lines. It is significant

that in 1933 he painted his great diamond é@ositim with Yellow lines '
(Fig. 23) -- the potential of which he did not develop until New York ten N
years later.”

Another painting with horizontal closély paired lines was

Caposition with Yellow and Blue (1933) (Fig. 24) in which the lines were

already beginning to function as separate entities. Possibly the yellow
area modified the white between the black lines on the left hand side of

the vertical line, but on the other side.the lines seem to function
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separatély as boundary lines for the planes. The biue and yellow pianes
diam'trically-oppoae each other in dyfamic equilibirium. There seems to
be no underlying grid on which the black lines are superimposed.’ !

The two paintings form the vital link between the old and the new

,ways of expression in Mondrian's work. Camosition 'in Yellow and Grey

‘brings togethdr two series but it ‘also incL}xdes seminal ideas of the

direction in whxch his work could have-and in which /jt did evolve. They

a

were both bought at the same time béy’\\Swiss éolléctor directly from the

. pamter and form part of the Muller Widmn collection 'in Basle. ' A

-
photograph taken in Mondrian's studio in 1933 (Fig. 25) show twd paintings

Composition in Yellow and a "double line” canvas [8) (Flg. 265 listed in

Seuphor, but since lost.). The juxtaposition of these two paintings

- 4

suggest that Mmdrian had been fully aware of the inplicationa in the

C@os‘ition B with Grey and Yellow and had chosen to continue to

experiment with the"nultiple blackk linel campositions which hg evidently

" considered a very important step forward in his evolutionary progress,

A

and which colleagues considered important in hjs plastic expression [ 1

Moss (proposed by Mondrian) was one of the founding members of the

. Abstraction Création group of painters in Paris. ' This grt;nﬁ existed fram

1931-35 and it is from the reprodictions of her paintings in the

catalogues that I have \been able to get .sane ideas about her work of that
\ - I ’

Moss, as I have mentirﬁed, painted her first Neo-Plastic painting
-- two black lines intersecting at right angles - in 1929. More spare

éven than Mmdrian 8, this» image was a begin%lng for her and not thk end

14

of a period of intenﬂification as it was for him. A year later she .

. introduced her first canvas using the “double line". Moss' basic grid

3
Q

’

2

-t
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'depended on the ratios she used.

- (Figs. 36 & 4}7 because I have their dimengions. First T drew them to
scale and' by carefully measuring the t roductions throu&\l,nm
'tra@iient grid, I drew in the lines, took .all the measurements and

worked ﬂut how she might have arriv%'t_i at her image:

Fig. 36 Camposition In White, Black, Red and Grey 1932 (54 x 45 ams.)
1. Establish rectangle dimensions 54 x 45 'ams. ‘The .camni‘m
denaminator is' 9 aps. - . ,

-

2. Bisgct square ABD horizontél”ly !5nd~ vertically.

3. .Establish right hand

s-quare‘y(half i'ecténgle diameter),

‘,4.“ Extend FG. Base of square ‘to AD. '
5., Bisect second square. horizontally and vertica‘lly.
6. Extend horizontal bisector to meet AD.:

¢ 1 . . ’
7. Establish third square in series 27:22.5:4.5 which is 18 .
ans. Base on DC.: ' . .
8. Construct an equilateral triangle with diagonal FO second
side to meet DC. ) .

Extend both perpendicular )
. ' to XY, side of second square and point where
equilateral triang{e meet DC to line XY.

10. ‘This establishes the width of the narrow black line. ) -

11. The point where the extended diagonal of the second square
and the diagonal of the third square meet establishes .the
width of the wide vertical. . Extend FO to establish double
line section, C o . £ ‘

t

" .12. Width of the left hand horizontal line is 2.2¢\-- that is,
. half the size of the second square 11.25 + 4.5 ams --
subtradted fram the side of the third square (18 cms). Sane
width as double line. ‘ ’
. , .
s 13, The narrow black horizontal line is 1.5 am (4.5 - 3).’
14. The black limes are in numerical progression,, ‘ .
0.75:1.5:2:2.25 . , e “ .
s \ ‘ \ |
~ . . .

\

Two of hér paintings I have analysed & - :
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As far as I have been-able to calculate, there is a difference between

this painting (Fig. 36, 1932) and the next one I will reconstruct (Fig.

41, 1934).

grid

"interrelating" functions are primarily dependent on the lines generated'

L3

structure determined by the ratios, -their "relating”

Here, although the double lines are part of the underlying

and

by the gnd Although the next paintmg is also determined by the ratios,

the double lines of the visible 1mage are those that create the " rel\}\ng\

and interrelating” and bind the whole structure (painting) together.

. reconstruction (Fig. 42) will make ‘this clear.

) o

i

Fig. 41 Camosition in White, Black and Grey 1934 (54 x 45 ams.)

1.
zl

3.

4.

8.f

10.

11.

‘Given square 54 cms ABCD. Conmon denaminator 6.

Join diagonal AC,

Establish square A Al A2 A3 in the ratio 2: 3 to given
length of square ABDD, Extend sides to meet sides BC and
. :

Divide remaining section of line AD into three parts of 6
each. (Middle section results in large grey plane.) .

Establish second square of 18 cms.

Draw two lines parallel and equal to A Al fram extemnsion
of Al, A2 to met AD. P

Join BZ.. On the extension of Al & A2, draw a perpendicular
line through point where BZ meets extension of A2 & A3.
This is the second side of the vertical grey plane. Extend

2nd line parallel to diagonal to meet second aide of grey

plane. .
Smaller right hand square 15 ams. - :
Horizontal black lime 1/2 of 3 = 1.5 .
Join Y and X, and extend to Bl. _
ﬁoix; FG and extend to ﬁz. .Large greynplane 6 cm muall 3

‘ - = -’:.~f

My

-
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€ cns. Lower black line 1.5 two top lines 1 am each. o
This painting,. I believe ;n'as ‘a very iup\;)rtant 'one for M)ssi Even in the
or.iginal (which I saw in New York at the Carus Gallery) the two black
horizontal lines seem over .arpha‘tic. They are there to illustrate the

double lines "relating and inter relating in space”. .As I show in my

reconstruction, the.lines are not only intimately connected to the

‘underlying grid, but the image as well. The grey planes, which could be

read j‘ust as paloe black lines, anticipate the direction in which she is

. moving -- towards the elimination of the black lines.

\

Another of the pa'intings Moss exhibited in the 1932 Abstraction

Création group show was a "diamond painting” (Fig. 34), the only painting

in a diamond format of hers extant. Oont.ained within the diamond and

sharing its centre is a smaller square in a horizontal-vertical position,

A

Each side of the square is extended in a clockwise direction to meet the

sides of the diamond so that the image creates a very strong pinwheel

effect. If the black lines are extended further to meet the anitclockwise

-

extension of the diamond edge, another square can be constructed and this

“.process can be repeated indefinitely. The sides of the white area

comstructed by the black lines are in proportion to the diamnd edges and
the sides of the imagined squares, the Fibonacci series (7:13:20). The

radii of the.circles circumscribed ayoupd the squares are also in the

series (5:9:14:23) and the diamond lines divide ‘tgxe dianond edge into two

parts in the ratio 8:5. The white square in the centre is part of the

. series without the inclusion of the line, but it ‘is only by including the

measurement of the line that the ratio of the diamond edge division and

the mngined diamnd will canform to the series. Perceptually, the black |

.lines within the diamond format suggest rotation and extemsion --
B !\' "

il - *
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potential motion; ‘conceptually they provide the clues for an orderly

°system that defines the space. Although the lines suggest so strongly"

mobilif:y, the' central square by virtue of its symnetry; centrality and
strong horizontal and vertical orientation, ‘is stable. By enclosing the
smaller square with relatively heavy black?lines, the area is compressed
‘ and the white lines acce’ntuated.;i—th maximum contrast in each corner. The

diamond picture plahé in camparison to the strong dynamic figure is

deamphasised; it creates the link between the central figure and the

larger scheme, The c')blique sides check the physical extension of line.

Ends extended in an anticlockwise direction create the next square.

»

Centrifugal and centripetal tendencies in the image are in equilibrium.
) The final painting” of Moss' that I will ccnment' on is Fig. 38,
exhibited %933 in the Abstraction Cr€ation group show, to. poifit out
t‘hai? even without the givenrdimgnsions and possible distortions due tq
;zthe reproductive process, the nltubers involved in its construction are
too .calculvated to be ;rbitrary. For instance, measurements give 29, 87,
63, 39, 9 ons which make the connections 12, 18, 24, 30 (an arithmetic
progression) . The squares, the painted one and the two constructive ones

are also connected: 54, 18, 9 ans squax:.er

Moss, according to Nijhoff [ 10 ], first drew free hand a sketch on
a piece of paper, coloured in gouac.he or oils; then al.terations were made
to.this sketch until she was satisfied. She then measured and checked
the ;atios. Once the schcmé h.ad been laid down, the sketch was redrawn
carefully., The dimensions of the frame and linen were a maltiple of the
drawing (a purely mechanical prgceu). Mondrian's canvases were sketched
an lightly primed. He used long strips of transparent pape: placed on
the horizontal canvas to mﬁipﬁlate the c;.!lpoqition. "

’

‘

- o e e —y
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Accoi'din'g to Seuphor [I1 ],Mondfian operated in this way':

The actual work was done on the table . . . I often suprised-
Mondrian armed with a ruler and ribbons of transparent
paper, which he used for measuring. 1 never saw him with
any other worklng tools. . .

Harry Hol tzxhan writes:

?he canposition was first established on the given canvas

itself with charcoal; sametimes gu-ther developed with

charcoal on paper measured to the ex3ct size of the canvas.
. Then, at a certain point, very rapidly, colour becane
essential. Until final certainty, painted pieces of paper, .
strips of tape pinned and tacked, were.cambined with a
camplex collage with the paints and charcoal. Finally, the
laborious process of displacing all with the hamogeneous
surface of paint. When he decided to make a change in the
paint, it was neces to strip it down to the canvas and
rebuild the surfacea%letely. . It was during this process
that the pencil, charcoal and coute chalk drawings appeared
as the intermediate working notes and thoughts; sametimes
as suggestions for alternative structures or for new works
of the same order. [12 ] g

r

In the early thirties, Mondrian went through a difficult period A

3]} 1In letters. to Jean Gorin in January and Apri\l 1933 he wrote that
his paintings were progressiné "lenganeilt et pas sans fatigue", .that he
could always find variations, but that his cmpositiopé"reviennent ‘quand
méme au méme". In April he wrote ,

Moi, jlai &t€ trds absorbé dans mes nouvelleu hrecheréhes.

J'ai essayé de toute manidre mais je vois qu'il soit pour

moi dans 1'&spirit que tu as vu chez moi;. je crois avoir

réussi de trouver un rapport satisfaisant [14]
In October; "Je suis un peu content de mes peintures, qui maintenant
commencent a gtre visible” 5 ]. Finally, in Jaﬁuary'1934 h.e wrote "je
vois maintenant qu'il est possible de travailler NP autremient™ [ 16 ].

The yellow diamnd (Fig. 23) is dated 1933. The photograph (Fig.
26) shows a painting which has sincle'.'c'lisnppeared (or been o!‘e%x:paintned).
No painting is recorded wh"ich is dated 1934. In 1935 one, of Mondrian's.

bdsic compositional scheme’s isd variation of the theme to which

‘{‘
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‘(_Msition B in Yellow and Grey (Fig. 21) belongs. The painting in the
g S — / » K A : ,

photograph' bears: a resemblance to Moss ' painting (Fig. 38) in the

[N

Abstraction Création group show.

In 1933 in response to a letter fram Jean Gorin, Mondrian wrote that .

he was happy that Gorin had "reussi de faire du N.P [Neo-Plasticism] selon
ta conception personelle”, but in the same letter asked him "je voudrais

1

bien savoir si tu trouves qu'il est possible de créer d'autres que celles

que nous.avons faites?", which could-.indicate that he had doubts about

that p&ssibility, for he writes i'n the same letter:

- Tout ce qui concerne cette question, est pour bien savoir
notre attitude envers le publique et les autres peintres
qui nous pourrons attaquer. Si une autre composition est
impossible, nous .devons cela défendre et chercher la
personalite seulement plus intérieurement. [ 17 ]

He had also posed this question to Mlle. Moss who had answered; he‘wrot\e
 J'ai requ encore et enfin une lettre d'elle —- plus modérée
et que je te montre quand tu sera ici -- dans laquelle elle
ne montre une théorie-a-elle pour défendre 1'emploi de la
. ligne double -- th&orie gue je n'ai pas compris, mais qui
aussi va en dehors de la suestion.[18 ] '

D

Wit‘hout dpmntation there is no way in which it is possible to know

~ how she had answered his question or what is more to the .;mint,‘what sort

2 ‘ :
of answer he had expected. -

In her\infroductory_ e;say ',to Moss' exhibition in 1962 at the
Stedelijk Museun in\ﬁmierdan, Nijhoff mentioned the fact that.in 1930
Moss 'iixtroduuc.ed ‘her doul.:‘le line into ‘her piix;tings. and that three
considerﬁtiona had moved he.r to do s0: Moss felt that |

1. Single lines split up the canvas so that the camposition
fell apart into separate planes and the painting became
self contained unit, , . L

!

2. -Single lines made the canposition static.

' 3. The double line or nil.tiplicit_y of .1ines rendered a
. \ .
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continuity of related and interrelated rhythms in space '
.possible, which made ‘the camposition more dynanic rather
than static. [19 ] | : N

Nijhoff also mentioned the fact that the first time Moss exhibited
a composition with double’lines, Mondrian wrote her a note in which he
asked her the purép)ose behind her use - of the double line. In a written

[} .
reply, according to Nijhoff, she explained her three reasons .and enclosed

Y

two drawings with the letter to illustrate the difference - at their next

meeting all Mondrian said about the correspondence was "I couldn't quite

follow your letter. Figures don't mean much to ;". If as Nijhoff -
N - f

wvrites, Moss stated her three reasons as early ‘as 1930 the ]etter. [20]
from Mondrian to Gorin in 1933 "seems to me to imply that at the time of

Carposition B with Grey and Yellow Mondrian used the double line as a way

of bringing together two different campositional schemes in his work, and
A % ., . rs
it was only subsequently that he seriously considered it as an alternative

way of, as he said, working Neo-Plasticism. [21]
As far as Mondrian was concerned
La camposition N.P. la plus sin;')le(ﬂ_tout néo—plisticien
doit s'en servir, je crois. Mais pour exprimer ses

diff&rehtes @motions ou conceptions de voir, il lui faut
des sous-campositions (ccnphcations) [22 ]

M::ndrian, at the time, seemed to be happy and anxious to have disciples,

but he wanted to make quite sure ‘that they understood what Neo-Plasticism

-was. He had written to Moss twice -- presumably he expected her to anmr .

"no", or to simplify her answer. . 1,

In January 1934 M:ndria.n wrote to Gorin.
[ i
- _— '1\1 parles de la ligne double et dis que cela cause de
la symetrie. Cela je ne trouve pas parce qu'elle ne reste .
qu une 'ligne' tout comme dans ton creux.2{1Dans mes
derniéres choses la ligne double s'élarge vers leyplan, et
.est, quandmum plut6t une ligne. Mais quoi-qu'il soit, '
je crois que cette question est une de celles qui tambent

»
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. -
en dehors de la théorie et qui sont si subtiles, enfin
ressortissent encore du mgystere de 'l'art'. Mais cela ne
m'est pas encore clair! \ En tout cas, avec ‘'creux' tu ne '
fais non plus la ligne simple! Et moi, avec mes differentes
epaisseurs non plus! [ZZ ] - ' .

/

Mondrian said in fact that two explicit lines. "sont plutGt une
4 ' . ]

. . e
ligne".  Although the diagonals are implicit in his rectangles, the ~
horizontal and vertical orientation implicit in the diamonds and the black .

lines could project beyond the canvas edge -- these effects depend

1

primarily on sense orientation and imagination, not perception per se.
If the lines do, as Mondrian said, function as one, then.they again depend

on imagination. In Camposition B, where they are very close together,

»

they must function as two separate lines with a yellow saturated central
plane to produce the grey, in‘ which case the quality of the line, which \
Mondrian seemed to feel was so indescribable, so subtle, and one of the
mysteries of art, is very important. Mondrian wrote: o T

Je suis trés heureux d'apprendre que tu as réussi de faire
de N.P. selon ta conception personelle. Comre je te 1'ai
déja ecrit, moi je ne tiens pas beaucoup a la persohalite,
mais par différents faits, et parce que 1'om dit, j'ai
appris que pour ce temps-ci, une certaine personalité méme
est necéssaire.[my emphasis][23 ]

~

Was Mondrian‘finally accepting the implications of the theory of

-

Relativity? .
Mmdr i.an's black lines seem to have been intricately associated with
his metaphysics and therefore their function in the pla.stic organization

of the paintings m;st reflect his current thinking. In Natural Reality

‘and Abstract Reality (1918-19) they were straightened contour lines. In

1923 they. denoted spirit and fimally by 1937 in l;ia article Plastic Art

and Pure Plastic Art (which he had been working on since 1933 [25) they

were -"free,lin?n which intersect and appear to form rectangles”.

.




' | /
Fram Gorin's letters it seems plain that Mmdriém never considered
that his two parallel linés :avere anything but a géneral orientation -- a.
unit %lowever‘ fa.r a.p;':lrt they ultimately became.
As far as ] can tell f.ran reproductions, until 1929 with .few
exceptions (three in 1925, one in '28 and two in '29) Mondrian used black

lines of a uniform width in his paintings. Fram 1929-33 one or two of.

these lipes' are wider than the others; there seems to be no record of

finishéed paintings in 1934. Fram 1935 onwards, his horizontal 'lines are '

. all only a fraction wider than the perpéndiculaf ones. In most of Moss'
extant" pa’intings of the period 1930-34, the explicit lines are in
" numerical progression with the pt‘)‘ssible excepti:'m of Fig. '34. It is not
possible to identify the colours fram the black and white reproductions
of the Abstraction C!E&tion c#talogue. In three of her canvases (i*los.
36, 39 & 41) she %sed grey lines rather than black -- samething that
M)ndnan never didj except through saturation in his 1932 paint‘ing.

In 1632 and 1933 Mondrian painted two canvasses with closely paired
parallel lines. Seven painfings with parallel lines are dated 1935 (there

are no paintings dated 1934), 'Two of the seven have closely paired lines.
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Letter No. .8 in Addenda, fram Vax_ntohgerloo to Gorin,. p.67.

" AH. Nijhoff. Exhibition Catalogue for Marlow Moss,
exhibition at the Stedelijk Museun Ansterdam, 1962. °

Addenda Letter, fran Michel Seuphor to Ann Cecil. p. B4.
"Nijnott.
‘Nijhoff.

¥

Illustrated ih'Les Classiques de 1'Art, Paris: Flammarion, 1976.

No. 381, ition avec Rouge, Jame et Bleu, 45 x 45 ams, 1928.
/No. 385-Composition avec Jaune et Bleu, 52 x 52 ams, 1928.

No. 391 Composition IIXI, 50.5 x 50.5 cms, 1929.

No. 395 Coxposition avec Jamme, 46 x 46 ams, 1930,

" No. 402 Camposition, 50 x 50 ans, 1931.

No. 404 Camposition avec Jaume et Bleu, 49 x 49 cms, 1931.

No. 407 Caxposition B avec Gris et Jamme, 50 x 50 ans, 1932.

An- analysis of some of these paintings may be found in: C.H.
Waddington, Behind Appearance. Cambridge Mass.: M.I1.T. Press, 1969,
P. 43-'

Ibid.

No. 399 Composition I avec Lignes Noires, 50 x 51 oms, 1930.
No. 400 Canposifion II avec Lignes Noires, 50 x 51.1, 1930.
No. 403 Composition avec Rouge et Blanc, 81 x 54 ams, 1931.
Robert P. Welsh. Bulletin, National Gallery, Ottawa: 1977, p. 29.

Letter No. 4 in the M)ndrian-Gorin correspondence in the Addenda,
P. 70. 4

Nijhoff.

Michel Seuphor, Piet Mondrian: Life and Work, New York: Harry Abrams
Inc, .1956, p. 158.

.Mandrian: the Process Work, New York: Pace Editio:is Inc, 1970.

- Letter No. 2 of the Mondrian-Gor in correspondence included in the
Addenda, p. 68.

Letter No. 3 of the M:ndrian-Gorin correlpondence in tHe Addenda,
po 69- ) ’

1

Letter No.

4 of the:
p' 700 to.

drian-vGorin correlpondence in the Addends,
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p‘ 71n i ' R .
. . '/ , Lo
17. Letter No. 2 o},\l.% Mondrian-Gorin correspondence in the Addenda, p
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Marlow Moss, unlike~other Nco-i’lasticiens Jean Gorin in 'Frat;ce and
'Burgoyne Diller in ﬁmérica, is by a ccnbinatlon of c:rcunstances and N
temperamcnt still ’virtually un!mawn today. When Moss was in Holland in
1940, the Gem:a‘ns' invaded the country, and she barely managed to escape .
to England. She left behind her the tangible evidence of her years in
. F"'rancc: her work and her ho‘use. . During a barbardment in 1944 all her
possa"s;sicns, inciuding a gody o’work ;that she .had buiit up.fim:ing the
thirties (except for a few paintings that happened to be elsewhere at rhe
'tixm), were destroyed.

As a child she ym became an acnca:p'ushed i;ia;sistslas an adolescent
" she conthacted tuberculosis, which, in the days before. antlbidtics,'
entailed !mnths of curtailed movement. When she was cured she took up
ballet dancing for a short time, but it was her desire to .becam\a
professional artist that’eventually caused, the g,mﬂ and total rupture
with her fanily. Redéction of. her work at the Slade and eamtional
. problens at :the same t"lme, brought on a camplete breakdown fram which she
eventually recovered. After her~yecovery she was determined to create a
mw’Personality; to expand her intellcctual_cnpabilities, and to initiate
a personal space tlrat.worxlq’mke it pos;ible for her to encounter a wrde
range of life experiences. She was fascinated by light and was especially
a:tﬁr&dted by the work of those painters whose images reflected different:
. quclitiel of 'light: as revealer of form in Ra!brapdt; as vital energy in‘
Van Gogh and diffuser of form in the Inpressionists. '

Moss moved to Paris fram England: in 1927 and it was there that nh("'/.
A S ~
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encbuntered andé'zan s pamtmgs for "the first time. Forx;nl academic

A e - e

‘training: (a year "at St. John's Wood .School of Art (1916-17) and a shBrt

time at the Slade {1918)) had meant very little to her. She enrolled in -
‘ y

l'Aéadanie Moderne, rug by Ozénfant and Léger in 1927. '(She.v‘vas ‘to say.

¥

later -of nger' "All I understanEI 6f the art of pamtxng 1 owe “to his

chtlcxsm. [1) R T P : J

v o .
In the 1931+ iaaue of%Abstraction Création she explained her reasons

-

for painting abstractly.‘ . v .

S ... 8l en Effet les formes naturelles contient un €1&ment
d'une verité universelle et immable, cela veut dire alors .
y ces formes sont camposés de deux éLenents, c'est-a-gire . o
un él&nent cha.ngeable en -tant qu'elles sont formes
" visibles, et d'un &lénent inchangeable en tant qu 'ell
® appartiennent a cette vérit& umiverselle et qui n'est %
. visible. Leur vrai valeur ne se trouve donc pas dans 1
¢ . forme visible mais dans la relation qui &xiste entre cette
forme et lunivers. La tache de 1'homme est donc
approfondir sa conscience de l'univers afin de pouvoir
‘etabli 1'€qui'libre de rapports qui donc &xister mutuellament
entre des formes visibles et- invnsible + « o« le peintre
wveut contruire la plastique pure qui pourra &xprimer em
. thtalité la conscience de ’aftiste envers 1'univers.

N+ o
(X s 3%

4

. and in 1932‘

-

Auﬂ\v{rd'hui .« v o le dt‘sveloppm‘nt de la science et de la | -

téchnique .lui (hamme) ouvrent un nouvel horizon . . 3 Plus
ia force physique, non plus la force moralg mais la force

cérébrale a d&montxé Stre 1l'armme la p puissante de, ! S

% hoome.” Par la mappeamonde, il a le plan exact de toute
'6tendue de soh dommine. Par science et téchnique, il'sera

» . capable de vaincre son plus grand ennemi: LA NATURE. Devenu .

I . conscient de som propre pouvoir, il prévoit une ndtivelle

& - r6alits: récomstruction de la vie hubiine par 1'hame lui

néme . . . La base de cette nouvelle plastique: 1'&uilibre
;e * sur lequel sera bas€ cette plus grande oeuvre d'art: la vie
hunaine. 21 .., )

.A reconstmction of )nmh existence by man himself; a reality wh!ch is'
created*by thé intelligent human being; a reality é%ro“lled by reason

andgot led utray by umtiom, a reauty, ln fact, that as an utht she

-attqpta! to equate with her work as a comclmuly contr?lled proccu.
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- ‘Moss' belief of "Ia force cérébrale" would have attracted ‘her to a kind
of ar# in which a sense of order in the image pred&ninated; her interest

. "in "space, movement and light" would have'a attracted her to abstractions

in their purest form, which happened to be Mondrian's at the time. The

N / Paxisian enviromment in which she foun heraelf at the en?of i twentiesl (
. g "%gould have supplied her with an artistic milieu that she wo1d certainly \) §
have, found stimulating and challenging. ) . | o "
/ ‘ 'Nijhoff[ 3] felt ‘that "1'abstraction plir" of Marlow Moss -was not 1

U based on a metaphys:cal philosophy but on bi‘ologzcal realism. D'Arcy

. Wentwortl; 'Ihmpson s influential book On Growth and Fonnjvas published in

.1917. In it he analysed biological processes in their mathematical and’
. 4

physical aspects, which was a totally new scientific approach ‘based on K

" numericad precision.A Matila Ghyka's books with which Moss was faniliar,
also contained a similar approachr to t-he study of naturp.l form.
Mathqmti'cs’tmtured wi{h the Greeks. The concepts of number and
form which the Babylonian and. Egyptians related to external reality were
.convert®d into new conc:pts of a higher level of abgtraction. The . R
association with nurber, the most b%sic element of mathematics with line,
ofie of the most basic elements of‘gecnnt'ric form lay 'at the heart of the
. absorbtion of geanetric form into mathematics. The Grpeks beli;:yed that '
' thei;r geometry pstablished '.a’ science of physica.l space ‘and spatial
relatic'ms. The Pythagoreans thought originally that all ratios of line

n

segments were rational, .that is that the length of the two segments has

-

a ratio resaﬂ:ling that of one natural number to anothqr, and their
o

geamtry; was based on that assumption. They ultimately discovered t‘hat'

a \tlie diagonal of a square g irrational ( ¥2 ). In Buclid's Elements the
. i . ° . \ v
" distinction is drawn between nurber and magnitude. ‘Number was natural é‘k

-
[y t

[y
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nxif;l;er with the exception of one which was térmed a unit and.fram which
all other numbers were derived. Magnitude is a qua'ntity, like a gea;;etric
line segment, which afforded a treatment of irratjonals on the same basis
as rationals. . | : - '

The discovery of analytic geometry b'y' Descartes and F;en'mt
demonstrated the one to one relationship between algebra and geanetry.
D?scartes showed tha; any point in a plane can be "un’i‘quely'dete;mined by
two co-ordinates at‘right angles to each other. The ‘Caréesian rectanéu"l'ar

. co-ordinate system is still one of the most econamical in use, as the

. co-ordinates of a point \serve sifultaneously as the camponents of a vector

drawn from an origin to the point._ /
In his theory of ~Universal G\rav\itation, Newton replaced a
J .

descriptive account of phenomena (Heliocentric the\o?y\oi\Copernicus and
’. .

Kepler) with a rational scheme of physical cause and effect. He devised
a matha;xatical model -of the solar system, based upon a theory in which
the change of motion‘of' an object is ahalysed in {em of the
enviromnen;al forces( which act on it. ASpace and time were absolutes in

Newton's view and he made no attempt to define either of them: "If there

is any knowledge to be gained about absolute space”, he 'sa.ia in Principia,
"it can only be gained by the relativ;ﬁn;easurmts i:: a co-ordin;té
system".
h!ineteenth centn?y,analysts based the cept of the real nuxber
system on the natural numbers and their arit netic (+x ‘etc.)\'\lmk'lng no
appeal to geanetry. This resulted in the s:par tion of the real muxbey
, v )

concept relative to S N

1, The structure of the real line (ie. its topology). "
2. Its arithmetic and algebraic properties. e , ‘
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Thé revolution in mathematical and philosophical thought that
occured in mthe 19th Ce;xtury can be largely attributed to the increasing
use of the )axiamtic method in algebra and fbrmal geanetry and the
introduction of the noz; Euclidean geanetries. It became evident that
mathematics was not bound to certain patterns given a priori ans I‘{ant
imagined or patterns foun(i in our perception of the external world, but

that it could create.its own patterns. A new foundation for the whole of

mathematics seemed necessary to meet the crisis. Bestv' known €f these

- attempts were those of‘ the Englishmen Bertrand Russell and,K J.H.C.

Whi tehead, a.l\\d the German D. Hilbert- who founded sr':h,ools based on logicism
and ®ormalism. '
Radically di‘fferent fran‘then wa; the ’intx;itionist .doctrine of the
19th Century mathematician Leopold Krenecker. He said that mathematics
was a constructic;n based on the natural r;\nbers, outgrowths' of man's
intuition, All numbers that could not be constructed fz-a.n natural numbers

were to be avoided. At the turn of the century his thesis was reaffirmed

. in modified form by the Dutclman L.E.T. Brouwer. Most of the log;c that

had been introduced into mathematics by the Greeks was ignored except what

L]

could be used by their constructive methods [3 ]J. As a system it seemed

to have had a beneficial influence in spite of its limitations, for greit

" ‘mathematicians like H. Poincar& (who was to be 8o jnfluentiﬁl to sane of

bl

the Cubi.sts) and H. Weyl shared same or all of its tenets. New-

discoveries at the end of the 19th century -- radioactivity, the electron

and nuclear particles and electrammgnetic phenanena --.calfed for

relativity led scientists in 1905 to apply the notion of relatiwity to

all physical experience and not merely to a restricted range of phenc?.

Y
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The Universe(—af'Einstein's relativity, although it.cannot be perceived or

sensed, is as real (in that it can be measured) as that of Newton.~™ It is
a ther;atical repfc‘asentat‘ion that is objectively indepey%&nt of. the
'obs rver, but also iupli‘és a personal viewpoint.

| Projection systems depend on the idea of straight lines running fram

an object to corresponding points on a flat surface, and the type of

_system depends on the relationshii) of these lines to each other [4]. Im

the simplest case, these lines are parallel and strike the surface at

. right angles, Until the middle of the 5th Century B.C. the Greeks

described all objects in terms ‘of orthographic projections. Since the

v A

lines are parallel, only one view of the object will result which cannot

describe an object in real space. In the early renaissance, a system of

»related plaﬁ and elevation was used .in architectural drawings but this

was abandoned in favour of the more logficai "scientific" pérspéctive,
which implied the concept of 'a controlled pictoriél space, and by
y ) .

extension an orderly world. The artists reproduced particular objects of

events at a particular time from a limited point_of view. Contemporary

_critics of Cubism credited Picasso with the invention of Cubism, but later

art historians [5 ]felt that it was the result of the collaboration with
Braque that some formal ideas implicit in "Les Demoiselles d'Avignon" were

made explicit in terms of a consistent style. Painting was to becane

intellectual and painters would depict the world not .as they saw it" but

as ,they "knew it to _be". The artist would convey upre cleulf the real

nature of the object by showing as many aspects c;f it as ponsibfe; a-

multiple viewpoint. Space was represented as being as real and tangfble
. - y

as the objects it c‘ont'ainedl. Metzinger wrote in 1910 that Picasso

"defines a free mobile perspective, !:anwhic%: the ingcn!;ms mathematician

T R s

’)
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Maurice Princet has deduced a whole,gganetry"[ 6], and in 1913 Appolinaire
. LA

in Les Peintres Cubistes wrote

The New Artists have been violently attacked for their
preoccupation with geametry -- yet gecmetric figures are
the essence of painting. Geametry, the science of space,
its dimensions and relations, has always detenmned the
norms and rules of perspective. [7 ]

-~
Some of ghe Cubists lknown as the Puteaux Group (which included Gleizes,
" Metzinger and Jacques’ Villon) took over the Nabis' interest in a
qmathematical systen of prc;portion, and oréanized an exh’ibition "La Secti(‘)n
d'0r" in 1912 This proportion attracted a great deal of mterest at ty‘
time. (l\hrcel Ducha:p was to say of these painters later that "there were
discussions at the time of the 4th dimension and of Non Euclidean
geometry. But most views of it were amateurish” [8 .)- Gris became a
serious stuéent of Po'incaré and Einstein, and in 1921 was a'bl.e to write
a letter to Ozenfant in which he c];/aimed to b;: able to red‘ucé any. given
caposition to purely geametric terms [9]. l -

8

In 1918 Ozenfant and Jeanneret published Aprés le Cubisme, which,

in conjunction with a show of their paintings, was intended to pﬁt a new
aesthetic movement, "Purism”, on the map. It wa.s, according to_the

Purists, the discoveries of scienc,é' and the power and pessibilities of

the machine, that was to bring about a new golden age of classical -

.objectivity in art. They advocated an ordered,: rational and scientific
: 4

-

art which must nevertheless be reached intuitively. They emphasised
mathematics and a mystique of nunbers [10]
+ In 1927, Van Doeaburg, gi‘ning an account of the De Stijl

relationlhip“with Bauhaui u-thts, wrote
Invitation by Gropius to'visit the Bauhaus. January 1921,
vigit to the Bauhaus, where in addition to Expressionist
degenention, so called 'root campositions' in the manner
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" of Vantongerloo, produced by their students are found. [11)

Gino Severini, the most intelligent critic the Fufirists produced

wrote in 1921- that "The realization“'in art of an ideal dimension, the 3

&

equilibrum between conceptg‘al and perceptual ways of knowing an obJect, .

can only be established by scientific means” [12] *He had published two

articles in lbrcure de France in 1916-17 and had been invited to submit

one of them, La Peinture d'Avant Garde, for republication in De Stijl by

MoMrian, His book Du Cubisme au Classicisme (Esthetique du Compas et du

- Nombre) was pﬁblished iﬁ 1921. In it he attempted to clarify the

prlnciples of classicism in art and supply painters with rules with which
to construct paintings in.a classical manner. He spld'

J'ai cru comne tout le monde & la 'tendance classique' de
Cézanne; mais maintenant que je vois clair dans 1'origine
sensorielle de ses 'intentions' je ne puis plus croire & un
homme qui veut faire 'du Poussin sur Nature' qui veut

. 'redevenir classique par la nature, c est a dire par la
sensation 'A131 :

He felt that all -art that seeks to express order must be symmetrical.

, Vv :
Unlike the modern notion of symmetry (two figures and a central axis) the

w

" Greeks invented "une symftrie par &quivalents" which they understood as
"le rapport constant qui rélie les parties. éntre elles, et chaque partie
© au tout" and which they called Exrytlmic. He continues' l

Ainsi si nous’ prenons la caq)osition de la diagonlle {the

cross of St. Andrews] le grand secret de la camposition

consiste a savoir tirer partie de [p cipertien des deux
{ e

, trianglen ainsi fonme sur la toile

1\# pproaches are poasible in this m_-thod of e:tablhhing the basic.

conpositional plan: either the 'trinngle rectangle' is constructed fram

the measurements of the ‘two sides of the canvas or it was possible to

begin by a given triangle (he speclﬁed the golden rectangle and an

equilateral triangle) snd. work from those lengths. The objects

NG
o
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distributed on the plane were to be constructed by a\systan based on
\ . . s
\ . certain parts of Gaspard Monge's geametry, specifically "les projectiocns

A ' ortl:ogonales conjugées", or the fir‘st angle projection of descriptive

ogean’etry, and the objects thus constr;xcteti‘ could be located in a specific \
{ space i)y means of renaissance "scientific perspecti;re". ‘By ‘t:his me thod
he beliqved that art could "reconstruire !'univers selon lés m&ms' lois

qui les régissent” [15]. He felt that space must be constructed !
geametrically as space is the same for eve.ryone. He was a-f,im; believer
. in the scientific method ;nd he was one of the’many p;in.ters of the time

who were interested in "intellgctualizring" the painting process. {

-, 4 . N
L\ Moss acquired her basic mathematical tools b/y working her way

through the books of Matila Ghyka, and became familiar with le rectangle
oy 7 N
% - croissant, proportion divine and le section d'or. She was attracted to

v

. / - Léger's constructiviam [16 ], Moss' mathematics were never as camplicated

as Vantongerloo's or Max Bill's but in her later works the computations .
became quite involved. ‘

. . "I am no painter. I do not see form, I only see space, movamnent

and lig.h“.t',‘l said Moss. The role of the artist as iﬁterpre'ter and ‘ !

transmitter of forms in the traditional sense did not interest het. What

1 think she must have experienced was a space in which movement an(\l light
were ‘the qualities that aninnt;d\thgtv space and gave it meaning. White
light reveals our physical ‘wgrld. It is the carrier of infonmtionwt.'hat‘
- binds us; the velocity of\ light is onekof the two qualities of the
u;:ivetue that i's the same for all observers under uiy and all
- ' circumstances. Light continually transforms: the ap;:;euance of thing;.‘

"The secret of fomm lies not in the form itself, but in the contimial

p ' changing. and shifting of forms", Moss felt 7).  Her interest in th? '
o ’ . s .

[y
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propertie;s of "light drew her to those pﬁinter‘s whom she felt were the
discoverers of light. Mondrian's pure abstrac‘tions, which she first saw

in the original. in 1927, were a revelation for her and an inspiratiod.

3

. a
Moss' aim was to find an image that could transcend the limits of

»

the canvas. Mathematics seemed a logical way of arriwving at the solution
of her pictorial problem. Numbers are capable of an infinity of changes
and ccnbinaﬁions in one dimension.

Mondfian "looked through" nature in order to abstract 4the balanced

. relation. Even during the years 1917-19, when he was closest to pure

gearetric rectangular grids, first colour dominated the image and then
line segments. These lipe' segments e;olved into'different sizegf
rectangles whiqh were (personal) arbitrary varjations superinposea on the
impersonal mathematical grid. His paintings he said (in 1926) were
"abstract surrogates of the whole" -- a whole which was to "give the

impression of the objectfve, universal spiritual condition that cames to

o

the fore in the most severe style forms" [181]. .
The unifying.principle in Mondrian's paintings -- rectangles and

diamonds alike -- was the right angle, in its principle perpendicular

) orien‘tatia_sr Moss' scheme was fram its beginning a systen of proportions

iléq};ich, as Matila Ghyka [19] put it- there is the "permanency of the
. ¢

qha:jacteristic ratio®. Her grid was based “on these? ratipa, which

detemnined not only the sides of her rectangles and squares but the image

itself. The permanency none the less allows for variations in the ratios

\Jvhi'ch\create a ‘flexi*blem -érid and one which i3 indeed a part of a larger

scheme. Moss obviously knew the work of other De Stijl artists such as

"Van Doesburg and Vantdngerloo, both of them advocated more ixntl;mtical ly

based painting, and was obviously acquainted with Vantongerloo. Mondrian

.
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‘'

must hat_'e’he'lped to sthml:ate and clarify 'he'r ideas about wh.at she wanted
io ach;eve in her work. - Evidently, she wasuv\ery productive dun&ig the
thirties. By 1936 she'no longer felt it x'xecessa'ry to use black lines,
finéing t_hat"they made her image look ltoo "heavy".

After 1935 Moss started to experiment in shallow relief, :-eplading

" the black construction lines with wire cord or rope; or she built up the

surface of the canvasses vgi th different kinds of linen or wood which she

then painted white. EVentually after her return to England in 1940, these.

. reliefs evolved into three dimensional sculptures. In the meantime she
cont ix‘medxto paint two dimensionally, and her Neo-Plasti'c canvasses were
ti:e works to which she cé:ntinuéd‘to feel the most deeply committed [201].
Al though atll her late paintings were. still based on an underlyi‘n‘g
structure of simple proportions, the lines are first ?eg:ented s0 that
they seem to function as black planes rather than broken lines. Then same
of these seMts ‘were coloured red, yellow or blue, and either work
together as units or individually. In 1957 the black disappears fram the
pictoridl image or else it is .treated strictly as. colour. ' The sense of
serial progression, of variations‘ion themes, is pronounced in her

-padintings whereas 'ea.ch 'sculpt‘t}re must be approached as ‘an. isolated and
uqique construc‘ted pbject, dealing with apeciﬂc visual problems; afte;'

. 1?57 shé\experime’nted with mltipien ‘of pure geometric forms, organizad

¢

in different spatial relationsl;ipl. ‘She died in 1958.

Vo
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My investigations.have led me to conclude that Mondrian was in fact

stizmlate;l by Moss " double line in a Neo-Plastic painting. "He used it as,

"a ‘'means of furthering his evolutionary artutic theory. As the idea

behind the symbolic interpretation of the black linés in Mondrian's

]

pa:ntings became more refined, so the image became mbre concentrated until

. he had arrived at Cag)osxtion with Black Lines (wluch Mmdrxan had told

Van den Briel was his portrait [1 ), pure spirituality in the ihdlvidual,.
His research in the early thirties was, I believe, an attempt once again
to, transcend the individual, to express universal consciousness as pure

psychic energy, which meant emphasis ®n the lines rather than the planes.

He had fulfilled both his Theosophic mission and reached a visual image

B "

of pure 'spirifuality". -How did he justify using multiple lines? As Moss
*  had suggested, "a rmltiplicit'y of lines renders a continuity of 'rglated
: M |

and interrelated rhythms in space possible". His "free"xi;{ ne represen?ed
€

spirit at the time and this was a way of making visible)a theosophical .

view of related and uinterrelated free spirits [2 ]. Fran the time of

Composition B jn Yellow and Grey the visual eamphasis of Mondrian's

A

. ‘ ) pairrtinge gra.dual ly (the letters show how hard the. transition was) shifted
| from planes to lines. These lines were explicit renderings of psychical
. energy, which, conc’ntrated in the black,- modified the white planes, 'fhe
areas OWNC activity around the edéen of the canvas no longer
dominated 10\ image as they had in' the work of the tmt-ien. In the
-m}orityl of his subsequent paintings, the areas of dynamic interaction

— are located in dlﬂex}nt parts of the canvas, leaving the periphery open.

i . - | - 55 - A
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Moss ' paintings in the Abstraction Création group ohow all have images

‘that Jeave the periphery open. JIn Mondrian's work, the lines do the

determining; in work it is the ratios. |

Mondrian's lines retained their connotations of. infinite extension
in space (in wimt _was basically a classical Newtonian concept of space)

but now it is more axphatic. ~Moss' mthmtic/{l ly derived images sug&est

finite infinite -- Einstein's Relativity. (Eiclid's -axiom " every line

. can’be extended" did not ‘say that every line was infinitely long.) While

. Mondrian was exi:lbr!‘hg the possibilities of rhythmical black lines , Moss'

investigations were leading her towards eliminating them. ‘hhthmtical
calculations didn't mean anything to Mondrian; intuitively derived
;;roportions did. , ‘ ' ‘
What was it that Mondrian, saw in Moss' work that,nn.de him get in
touch with this unknown Ehglisii artist? 1 would suggest the main reason

was to find out her rationale bjhind the use of the 'double line®". The

)
second mtlv]tion was to determine whether she at leut Imew what she was

\—Hoi& I she did, then it was possible that Neo-Plasticiun would becomne

a style, variatiozia on the master's theory. (This might well have been

his main reason.) | \ , R -

Nijhoff said’ tha.t Moss saw Mmdrian frequently until he left for

England in 1938. She lemd to be one of the few a.rtistu apart fram Gorin

wham he rec\ognized as a painter interested in Neo-Plutici-n, and with

wham he could hold up to a point, same sort of dialogue ‘As the .

reproduction of - the pootcu-d in the Addenda ohows, they were still in

!
touch even a!tor he had ‘nnved to America.
It seems to me that the fact that Moss used a doublé line in a

painting two years befors Mondrian is only part of his °debt® to her.
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o . When I st,arted to invest gate Mar low Moss I had no 1dea who she was,
/ , e except that she was English and had been brought up in Rxchmnd, where I
would "be ' staying. " I'm not /:ertain of the sequence of "events at the ¢
* begimming of my sefirch, but think. I went first to the Victoria and Albert
Museun reading roam, where I discovered the name of a Miss Erica Brausen, °
who had owned and operated the Hanover Gallery in London where Moss had
been given two solo exh;bl tions in the 50's. Miss Brausen was still f
listed in the London telephone diredtory. She was in Italy at the time,
! - but my letter was forwarded there. - .
I also found that the.Tat‘e Gallery owned two of'h&)ss"\works which’ ‘ E
had be‘en donated by Miso Br'ausen. In the Thames and Hudson ng lopedia
. of Arts (1966, general ed. Ben Nicholaon), I found that nlthough'M)ss had
been dead for eight years no death date was recorded and her association
with Mondrian was inco"ectly recorded as occuring in the 20' 8 rather than
the SQ' 'L She was not mentxoned in two other books on Mgliah ‘Sculpture.
Miss Brausen wrote to give me the name of Mr Stefan Nijhoff whose
P mother ‘was a great friend of Moss, and Mne Anna Rotzler, who runs the
Hanover and Ginpel Gellery in Zurich. In the meantime the Los Angeles

Gounty Museun' ha.d mmged a major exhi'bition entitled Wanen Artists

1550-1950, in which Moss had been included. I wrote to Rae Becker, who

‘ had contributed the entry on Moss; to Professor Welsl% in Totonto and nto .
‘Mlchel Seuphor to obtain frun them addjtional infomtian on lbn. Nkl.
Mieller of Thames and Hudson had writt.en to Mr. Brim Hammacher to ask the )

same. ) l (

C :\ ) By this time 'Mau, the perloo, intetelted ;m. Here was, it would‘

se a hourngeoul wanan who had overcome psychological” diﬂiculties and

. resisted hocial preuuree; who had l}ved at a time ihen it was still only .

~ . s st : . S
. . .
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exceptional wamen who broke away. fram their traditional roles, who wished
moreover to became a professional artist rather than a gifted amateur with
its coomotations of middle class gentility. Why was she not better known?

A disciple of Mondrian always seems to came up when her name is mentioned.
. A

She learnt fram Mondrian certainly, but as John Russell, the English art

critic wrote about her at -the time of the 1958 exhibition at the Hangyer

A}

Gallery in London, "her exhibit radiates . . . a distin€tion of mind
which makes her much more than a follower of her masterl"
. ' . 5
The English have never been particularly attracted to abstract art,

and those artists who were members of the .avant garde in the thirties

' seemed to have had a difficult time financially. I cannot imagine that

they would have welcamed a neycamer inkto their midst who had spent so long

in Franoe; preferred living there, and I suspect made no bones about her
.4 . .

preference. In 1967 in his book Modern English Sculpture A.M. Hanmacher
P 8

wrote: .7

4

This, is the munent to remember -another isolated fact which
damnstrates the sense of abstraction awakening in England,

and which, moreover, was the first direct link between .
England and Mondrian -- Marlow Moss. . . !

R.ecently, Moss was included in Dr. Willy Rotzler s jmportant book

Cons'%ructimt Concepts, published in New York in 1979. I believe tha.t

- her work deserves the exposure that it is now gettmg. This is primrily

due to the women's movement and secondarily to a renewed interest in
D —
conntructlvlm and the 20's generally. However, I do *eel that, :BK
1.

extravagant claims, made for her work in relation to Mondrian's with this,)

particular bias does her reputation more harm, than goi:d.

&

The information I had gathered onlbn, ltill largely reflected that

inu. Nijhof!'- essay. Mr. §te!an Nljhoff and Mr. Andrm QGosthock, whan )
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-1 had met in Zurich, l’md been of much assisttance, but no one seemed able
to add anything regarding the period in which she ﬁ;rticipated in
Abstraction Création. Mr. Nijhoff indicated that Jean Gorin would not be

much help, and the fact that Max Bill had written about "teddy bears" in

his introduction to Moss' exhibition at the Gimpel Gallery in 1973-74

suggested that there wouldn't be much point in approaching him. I decided

that what information I had managed o accumlate would have to serve.

Had T known xmx'-e about Mondrian when I started on this project,
. thesis might possxbly have turned out dxfferently -’-mnot the conclusions
I have drawn, but the arphasis.' On the other hand, perhaps it is only
becanse of all the r’gading and looking that I have done, that I have been

able to evaluate to same extent what 1 d‘id find.

In 1928 Mondrian illustrated a poem by Seupbor in which he used

: Lo :
narrow black lines close together (Fig. 29). In Thap Van Doesburg

died and that same year Mmdrian painted Cug)os tilon wi Black. apd

White (Fig. 22). 1In 1932 Mmdrian painted C(lpositiém B with Grey and

Yellow which I. suggest was a "portrait” of
I \

g -
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3. Letter No. 5 in the Mondrian-Gorin correspondence included in the
Addenda, p. 71.
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Paris, le 16 Avril 1937 o

. 4

J'ai une' communication 2 te faire et

te demander ton concours. Jc traiterai
donc directement le sujet qui m’occupe
et qui est [a raison principale qui
m’ lmpose de téerire.

1l y aura une exposition. dite CONS- .
- TRUCTIVISTE, qui aura lieu & Londres

prochainement. Les organisatewrs sont
les profiteurs et les parasites de
abstrait. Nicholsor, Gabo, Moholy,,
Moor, etc. Sont invitds : pour dorer la
pilule, Mondnaan Pevsner, Domela,
etc. (14)

Pomeal a de mandL A Nncholson pour-

" quoi ils n'ont pas invité : « Vanton-

gerloo, Tauber-Arp, Gorin, Moss.
Deritrement Pevsner a protesté et
PRETEND ne pas expgser si les sus-
nommés n’exposent pas. T n'y a que
Mondrian qui boit toujours 4 toutes les

sources.
\

Mais ‘voici ce qui doit: rester secrét
afin que notre activité ne soit pas
entravée. Je suppose que tu m *accordes
cette confiance et de n'en parler qu's
moi seul. .

Voila : - :
. On est-venu me trouver pour faire un
manifeste. Comme je suis un des vieux
et ‘authentique dans cet art abstrait, ma
présence appuyera le bienfondé de notre
manifeste. Si entretemps Nicholson me
demande d’exposer, j’exige que toi et les
autres soient également demandé
d’exposer. Nous allons donc lancer un
manifeste. e manifeste contiendra .une
chronologie de 1’art abstrait. avec
document, titre et dite des publications
paruent, une sorte de confrontation. fl y
aura des reproductions et il conviendrait’
que nous ayons q.q. -photos “de tes
qui te représentent le
mieux. C'est 2" dire. la part que tu ss
apporté 4 cet art. Je sais que Mondsian,
par son Néoplasusunc. monopole ] lyx
et avec lequel nous n’avons rien 4 faire,
"t"a toujours trompé sous forme que 1'

* doit étre international et que les ceuvres
peuvent et doivent se ressembler, Drdle

de conception de Vinternationale. I avait |

aussi suggéré cette idée, 4 Miss' Moss,
qi avait' d’aprés Mondrian, le ‘tord
d’introduire la dOuble ligne que

Mondrian cependml n l pas ratté ;

d adopm, (15)

\

Les manceuvres de Mondr)qa ont donc
pour conséquence que toi et Moss ont
été négligés 2 1! ‘exposition de Bile.
Héureusement qu’dn concours de cir-
constances A fait &houver les programme
Mondnan :
Nl s’en sunt

ue. lorsqu’on veut fuire

" une ‘ex exposn jon d’art abstrait, toi ni

Mos? ne viennent en ligne de compte.
Ium, I'évoludon de I'art est faussée, du

moins pour un teuretcalceh

qu'il faut mettre au clair. Des profiteurs *

comme Nicholson, Hélion et 9.9. non
. méritants,’ appcllem 4 leur service un
Mondrian, dont ils ont I'inter& d’encou-
rager le monopolisme et cela pour se
mejtre au rang des novateurs.

Cette "duperie, nous n’avons pas Je
droit de laxssu subsister et je te demande
sntupartageshmé:mopmmctnmn,
veux-tu me donner Ia documentation qui

te concerne pousr le manifeste.
Quleurcusemmtlu!anmeetlta.
GVummgdlub
b - 1]
- R
R
H kR
.
- ’
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lettre 2

20 janvier (21933 (2)
20 /i 33
Bien ‘cher ami,

Voila plus de 15 jours que j'si ta
Jettre et je n’aj pas encore eu I'occasion
de te répondre. Mes tableaux avancent,
mizis lentement et pas sans fatigue. Je
sliis trés heureux d’apprendre que tu as
réussi de faire du N.P. selon .ta concep-
tion personnelle. Comme je te I'ai déja
éxit (3), moi je ne tiens pas beaucoup 2
la personnalité, mais par différents faits
et par ce que l'on dit, j"ai appris que
pour ce temps-ci, une certaine' person-
nalité méme est néoessaire. Tout cela tu
le trouve aussi, je le vois par ta lettre.
Mais dans celle-ci ta t"occupe seulement
de la personnalité plus ou moins «inté-
rieure », c’est-d-dire tu le trouves dans
1a qualité des rapports,. dans l'expression
qui s’en dégage et la technique et que

tibles. En ced tu as pleinement raison,

mais tu ne parle pas de Ia forme du-

tablesu : de Ia composition elle-méme.
Bt cest justement sur ce point que j'ai

La composition' NP, la: ?lns simple(4)
tout mhsuugn doit sien m je
crois. Mais, exptimer ses tes
amuonsm%m de voir, il lui
faut des sous-compositions (compli- -
cations). .
' cette question,
est pour bien savoir notre attitude envers
le publique et les mues;eimruqui .
composition est impossible, nous devons *
cels déendre et chercher 1a personnalité
seulement plus intérieurement. Ce
dernier j'si. appelé « Uniformité», mais

dans ton sens : ulivenité'dmsl':fif:.ﬂ P,

- Je voudrais bien savoir si tu trduves -

B qu'ilestpossiblede'cl:éu'd'amque

' coup comment, & ce point, tu t'est pris.

. compositions. J'en trouve toujours des
3 . m‘ha

. t'si dit ci-dessus, moi aussi je trouve

compositions pareilles, je crois. ‘Je vois
.que cette question t'intéresse tant comme

. "sinsi avec toi, ne fOt ce que par lettre,

L
k] w ) '
L4 . ¢
~N ~
4
7
/\_»—
i . i . . N
celles que’ nous avons faites ? Clest

justement la question que j'ai posée 4 .
Mad.ll ' Moss. Rai recu encore et enfin
une lettre d'elle “plus modérée et que je ! °
te montre quand tu sera ici - :

laguelleelle me montre une théorie-i-elle
pour déferidre-1'emploi de la ligne double
- Théorie que je n’ai pas compris, mais
qui aussi va en dehors de la question (4).
J'ai donc 2 nouveau luj ndé ce que
je te demande ci-dessus. Tu m’as dit que
tu test affranchi maintenant de tout
influence et parce que. je crois que |
l'influence se montre dans les sous-

compositions cela m’intéresserait beau- !

La plus claire réponse sera de me tracer.
les lignes de composition de tes derniéres
ceuvres.

Tu as 'vu Jes miennes, donc moi je
n’ai pas bescin de te tracer mes sous-

variations, mais’ elles reviennent q\und‘
mémelumEme.Mllgrétoutcequeieﬂ*

que la personnalité:surtout est une chose
intérieuré et indescriptible. Mais malgré
cela Cans chaque style les maitres étaient
dans 1'cuvrey aussi ieugement |

différents : jamais on ne voit des |

moi et je suis heureux de pouvoir causer

\
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' » o letire 3 . 2

’ﬂﬂﬂ? 1933 {
1/4 '33 -

\ Bien cher ami,

5 Je netnpumomé remercié de ta
letre laquelle m’a faite grande joie.
‘ Jéais content d’apprendre que tu est

, plem d’espoir pour _I’ avcmr, commh i
& . moi. Bien que des événements tel fu'd | N a
< _ présent en Allemagne nous remplissent
" de dégout et tristesse cela ne peut durer
_ et évoquera un contre-effort fameux,
Tout de méme cette dominance de la E
tyranny du moyen-ige m'a bien excité,
Pour le moment nous ne pouvons que
continuer notre travail. Je suis héureux
que tu t'occupe de plus en plus de
' Parchitecture parce qu’il y a beaucoup 4 J
s+ améliorer dans celle-ci o, clle est 1’avenir
de l'art. J
Quant & la Russie, on verra s'il y aura )
le- d&sir d’ approfondxssemmt Ce que
j'apprends n'est pas encourageant :

: tent vers la régression, comme pmout
o Mais en ‘tout ,cas 1’art et ’humanité
' avanceront. Moi jlai été trés absorbé.
‘ dans mes nouvelles rcchercha j"ai essayé
. de toute maniére mais je vois qu'il soit

(3) pour moi dans Pesprit que tu as vu
chez 'moi; je crois avoir réussi de
trouvetunnppatsmsfmmt.l*‘.nce L 2
moment je ‘suis trés fatigué et je me ‘

., Tepose de wnps en temps dans le soleil
. o s il y ! Jai envoyé depuu
oo erumm de l'édimn. :
. < r - proba ony. travaille (6). Alors | - :
i fijbr ami, ces-simples mots potir te faire L
. e Aty  $0%ir que je ne 2'cublie pus\Bonjonr :
‘%ﬁf’zg Sdsgvoir ~"Piet Mondrisn - Jé n’avais
"

‘temps poyr mon livre, | -

beut, au i Yoin .wplnmr i:‘-dy '
0, & l'emvers h santé yva -jeitement
‘. de mieux en ‘ :
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’ lettre 4 . / s .

" 6 Octobre 1933 (%)
P N ; 6 Octobre . N ° ' ’ T

: . S I
N , o Bncn cher ami, j’éais trés content de’ -
: - - recevoir ta Jettre et manuscrit, que je o
, o te renvoie.
j . . © " Le travail me prend tellement que je ‘Y
P - n'arrive 4 te répondre, j'espére,. 5 ;
. ‘ i comme tu dls, 1¢ rtvom“iemb( id. "| . ‘ e
: \ - ,}c ne sais si c'est nécessaire ou méme! )
o J ﬂ uti cdeposcr nos problémesmslpcude . N
[ - ' . mots : qu’cst-ce que tous ces manifestes!
. . : * ont faits ? Enfin, si tu peus les placer Co
-t : quelgue pag dans une fevpe, ce ne sera o p Co
L. ypas mal peut-étre. * K N
- , . Comme tu le comprends, je suis avec - T
- ‘tout d'accord, seulement je te demande ‘ ' 1
- ’ ’ si c’est bien de lier le'N. P, .ainsi au - >
' ' o~ . communisme, parce que les gens ne le ' '
¢ . , connaissent que’ tel quil se manifeste| .
° au)ourd hui. Et encore, je ne crois pas '
‘ : oo ,que pour h cvilisation occidentale, la b ' A I
' Lo - ’ _Frnnccmtéte.lccunmumsmesth. S
. : , " voie. Tuf vas donc nuir su NP. avec’ta - .
. . S limitation ou détermination.. Si tu veux ' '
ki , ' quand méme’ maintenir ta phrase, il sera} . ' .
‘ Y o pmdemdehchangaunpeuppplhd - ' '
z : - ,  + - que moi j'ai indiqué sur ton manuscrit o
‘,' v avec crayon. . ' ' :
* o - o Jcnaipasencoreémtlﬁeuplwr ' . IR S
. . * cest bien pénible de lui dire des choses| . o
L L | .- désagrésbles, I \ )
' : ' . Il m'a envoyé le « Sartorius », . archi- - Co
- o . ‘ tecture mauvaise, et cels il appélle plus} - ,
‘ Co ou moins N.P. !l 4 L - '
- ‘ : . . Et je pense 4 tes beaux projets. : oo ‘
' v . N Aloas, cher ami, & bientdt.’ a0 .
. R *», Fraternellgment. HEEEE R o o ""

J’nécmunpennnk S
]noten(pwrumhm). N




e . - » e
- ' o o
% o f
. C Y ’ T4~
¢ ¢ ' u}‘. ¥ '
[V ) ) N '
v 0 ; . "
. i ! '.' -
‘ | | l@drian -~Qt§n Corresponderice,
- * - ., l‘ . i v e ) .
AT L lettres
. 2 o NS eltre
. ' ‘ » T
N o -‘ ™ - Iq ) ) N : -
T 3wy 1934 @),
. “ " . . c' : . . '
. . s « 31/i34 It

+ Bien Cher Ami,

. " . Bienque ta' lettre m'ait fait beaucoup/"
- cnt - de plaisirs,“je n'arrive qu’aujowrd'bui 2
' - te répondre. Toutes mes’ félicitations
pour la téussite de tes recherches, car je

. trouve ces -trois compositions sont pes/
oL . . sonnelles et, tant que cela est nécessaire,
AT _indépendantes ét forment aussi upe unité
avec ta technique de contre-plagué. Ton
ceuvre et celle de Domela s'éloigne de
‘art du tableau, tendance déji, pour une
partie, dans P’ceuvre d&e Doesburg et
Vantongerloo. Cela est dans mes yetix,
- un progrés, parce que tu sais que je |
- crois dans Ig perte future de «I'ara».
- U@ difficulté se pose néanmoins : celle,.
" que, plutdt, il ne faillait pa {'exposer

. comme « tableaus - C’est entre tableau

. - et_réalisation "(pour ainsi dire) archi-
“ tecturale ‘(plutdt -« realisation plastique-

" ’esthétique dans notre ambiances *
C’egt plus loin que mon ceuvre, qui’

L I'ai dit 064, ‘je crois. Ce sont donc deux

' exposer seuls Enagmble, ¢a donne lieu 4
" des isons fsusses. Doesburg ne

s’en éait pas.conscient,. et, je crois,
‘Vantangerloo non plus. Et cé n'est que
du derfiier temps que §'est tout' 4 fait
clair - pour moi. Qu'est-ce que tu ‘en

répondre quand tu sers ici, parce que:
g cilp:nn'st pas d'urgencé, comme la

question de composition. Je vois
./ mainteriant qufl st possible de travailler
NP. sutremient. 1l paralt que’ Mell Moss

. " n'est' pas si loin que loi.dn” :
. consciente, .parce,qn'ellenemn_ pas

- reste;su fond encore <tableaus e te |

penses '? Tu peux sussi bien mg |

i
moins | |

L

S -

o

_ valenes _différentes, et clest une des .
shultiples saisons pourquoi j'sime mieux

. ment parce qu’en ce moment cela
" n’était pas encore si clair qu'a présent.

3 . N

.o 1 'y & quelque temps Domela m’a
rendu gune visite. Il éuait sympathique et
commie autre fois avant son séjour en

. Allemagne. Mais peu aprés il m’annonca

‘une visite avec sa Temme et Petro
Docsburg. Je croyais une visite amicale
-mais qui se montra plutdt «d’affaire »,
&arce qu'il me proposait d’exposer avec
lui, toi et Doesburg chez Abstraction- .
"Création. J’ai refusé pour des raisons |
différentes : d'abord je ne suis pas’ prét,
ensuite je trouve ’endsoit inconvenable, |
‘enfin j'si tiché lui faire comprendre ce .
que je t'ai écrit ci-dessus; mais vague-

Je lui ai dit également que je trouve que
lui n’a que des cruvres anciennes et que
toi aussi étais encore en recherche, de
sorte ‘que je ne voysis pas qu’une :
ition - pour, comme il m’a dit, |
montrer le N.P. - n'est pas aussi
pressée: I m’a dit que sans moi il le
ferait quand méme, et je n’ai rien contre
cela seulement je n’en vois pas I'utilité :
au contraire pourrait nuire au N.P;,
si Pceuvre in’est pss encore plus ou
moins compléte. Peut-8tre tu as mainte-
nant quelquds ceuvres récentes A montrer
mais certsinement pas. Voild,
mon chére Ami, franchement parlé.
serai toujours trés heureux d’ :
tes idées déji par lettre. Autrement nous
en causerons, n'est-ce pas 7 .
wMes meilleures pensées et aihitiés

am{ne toujours, . -

P.S* Tu parles de Ia ligne double, et dis
que cela cause de ls symétrie. Cela ‘je ne |
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o . ( . Bien cher ami, . ‘
Ta leture ﬂ'l'éuit tellement récomfor-.
tante que fe t'envoic un mot, bienque;
i'espire donc te voir bicAtdt ici. Quand,
ic te lis, je scns une pensée bomngéne.‘
R o sans petits, soucis d'arrivisme eu:...
«comme c'est, hélas, le cas quand or
. rencomtre les collégues | Ce “que e
ot ‘ o [ ) regrette icl, ¢ est surtout cette discotde |
. a0 o éntre les artistes, tous de’ valeur. On ne
' ‘ peut comprendre les difiérentes valeurs
imutuclles : 1'un croit avoir la vérité et
. Isutre le croit - ¢a c’cst bien mais on ¢
. ' : n'estime pas I'autre. Et' moi je suis au
. e ° milieu 14 dedans avec une apprédation
¢ - IR o - pour tous, et (ce qui fait I cKose
.o . difficile) on -m’spprécie 4 un certain
« . ‘ - dogré des deux obtés ['Pour &re-pur, la | -
“\ . o mﬂposs:bﬂxtépo&mcmdercsten
' . ) . : .md Enfin, nous en parlerons.
. L o “ v Je'd e infiniment que tu ne .pens

‘aussi je ne m'en tire qu’avec des | .
grmds difficultés. Quelquefois d’an-
,Ciennes relations m'aident un peu, quel-
: oL qucfo:s je vends, et j'al B6 frs les 15
idl.lrsdehCnssedn yndmatdes
- Artistes (de chomage) coup | -

" des autres, Que)qms collégues m'pnt dit | <

i j€ n’en profiterais pas aussi, et
t"ma’ demande. Mais depuis ai |

l un tableau (1800 frs) en Amé- |
. nque.mmlretcuul‘argqupmrdau ,
. » " mois environ. J'ai pensé 4 toi pour cela | .

' jour. Mais.on dit. qu'il faut habiter Paris
- X o ; g plnsdelOms.‘Fwtdois
. . . S ) .y st des

aus gu'il

parle

£
ot

a5

pe \.it' ’»*'TJ'

Venir bited Pms pour_ l’msunt. Moi .

les francais recoivent -plus, 10 frs ! par

- LN

o

o
Sk

Fovtivils,
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. : Biun cher wn,
J'étais si content d'avoir de tes
. nouvelles. Moi aussi, j'ai voulu: t'écrire
<o “il y a déh longtemps, mais il 'y a
toujours tant.a faire, n'est-ce pas ? J'ai
' » travaillé beaucoup et vendu de temps en
: temips de sorte que tout marche. J'ai fait
‘ o - {dcpuis longtemips je n’avais rien écrit) -
h ’ . “ un article dont je te parlerai plus tard
(14). Je suis si content que toi aussi
« pusévére rhalgré tout dans la voie de
I'art purement abstrait.. 1 y enwa si
peu, n'estce .pas. J’si éé aux Surin-

.

A o

g -Q "% dépendants -et Isculement Vantongerioo i - . .
A * &ait sur la voie ; le ‘seul qui était logigue ) )
§ dans sa conception. (Je ne parle pas de .
¢ , " PPexécution) 1 était 12 avec sa femme ; je ! I
i ' ’suis bien avec eux mais en distance. . .
H o Miss Moss continue 4 sa fagon ; je suis’ x . ' .
} 9. Jmaintenant comme autrefois avec elle; | - Chez Pieire, il y a quelques jours,
: . il parait qu'elle s’est aperque elleméme | . 4 exposée... des « Miros» |- Autre-
o 7 que Vantongerloo, ] avait Thal Tenseignée. ment ' rien de nouvesu, je vois peu de
i « 3 propos de moi - ehfin, tant mieux (15). |. monde. Hélion habite depuis six .mois
; / ' Asp semble étre .encore en Suisse, je X I’Amérique; sa femme y a de In
co . . ne les ai pasus depuis longtemps, mais ' famille ; c’est-plus avantageux pour éux.
‘ . aussitdt queYe les vois je remeterai tes | . ~ Domela est 4 Berlin on m'a dit, pour
" amitiés. Garcia Torrés de.1’Amérique,’ | - faire faire une reproduction en couleyr
‘. o qui édite le vieux «Cercle et Carré» 1 - . d'une de ses choses. Tu sais probable-
- Moatévidéo, avait fait kun grand envoi ., - . t qu’il éditera avec Mad. Arp ou
L, nx Surindépendasits, (16) ajnsi que ses-| elques Américains une petite revue
7 * 7 cnfants et Gves. C’estiun artiste, mais | ++ + (). Moi ne je suis pas 1A dedans et je
B ST pas icien ! Autrement il n’y | nyicollabore gas. 1l y a quelques mois il
* \ avait 1 que des jeunes inconnus. . m’a dit qu'il voodrait réproduire quel-
\ v : T, .o . ques bons peinties moins connus,
. - T oo:’xixlmet.Gain,ilm’;it.céI‘.tcroisdonc
St v . : S . tisuna parié .. Quant &
S R L . ;!“ex;_:osih:,d_ealmnii‘en'ypuﬁdv
oy - 2., o pesdet je s les aumis non. phs, -
. - . S -+ Cas darnitres pbrases, en merge, fout
; .o e R *  ls tour du werso, les deribisrs mots, ds. |
' i e e salutations, vemams s%mscrirs, sdpards |
. N . . d'um trait du reste de le letire, @ lixr |
. \ ‘ ' L placs mormale, e bas Cp sera une
o ) . : S «‘dmsem‘panale.cm:exposiﬁ%de
, R rel L. . Jhotre 7 point de vué, toujours. Je
] . vy . : . .+ Jegrette que je ne te verrai pas svant le
N ‘ de mai. C'est encore. Jong 1! Alors,
Cia : jour, ausi 4 "
el

$

| E
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feel that the letters I have i cluded are self explanatory. I was

grateful and sk\ised that the people I had apl;roached botpqr\ed }o answer

-ty enquiries. | .

¥ '

- .

. R ¥ 4 A t
Letter

¢

I Miss Brausen owned and operated a gallery in ?aris as a
young woman in the thirties. She is still part owner of
) the GinpeI and Hanoyer Ga.llerx in Zurich. |
- R ‘ 0 .
Létters 11 s ' . Yo
. & III Mne. Anhe Rotzler is the director of the Gimpel and

. Hanover Galerie in Zurjch. Her hugband recently wrote a
. book on Constructivisn in which Moss was' included.

. . R >

Letter
Moss' exhibition catalogue for 1962.

o . < .

M

IV Fram Stedelijk Museum in Amsterdamt for 'a copy of Marlow .

~d

»>

Letter V From W.S. Nijhoff: The inheritor of Moss' estate and .
son of her great friemd A.H. Nijhoff whose biography
furnished me with'most of the information on Moss' life.

” hLetteg-l “VI Robert P. Welsh. Art Historian at the Univérs#ty of

Toronto.

.
- '
- .

\
Letter VII Mi chel Seuphor._'
: Jhe thirties.

.
5

. Lettex.VIII Rae Becker,-who wrote the entry for Moss for the
. *ExhibitionWm lgtiats 1550-1950.

X /
Letter Reader for Thames and Hudson Press, who

* has approached vuioua people onmy behalf for information
on Moss. -~ ] .

N - o . P !

K . : . . 4

- L)
Gilles G:eerbrant aupplied me with the illuatrationn of M:u work !:m

.

Ab-tnctim Ocinttm cttnlogues for which I ani gtate!ul. B -

IX,Pat M.ieller.

A\ 4 a

Mondrian's biographer ?.nd friend fran

Y
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"-grophs or transparenciés - We would glddly

With. best regards,. - P

your sinéerel/{;l,_;z~“,tw@' :?
. \%?l L& *‘ . f‘ .,‘ ’ . : A

Ms. Ann’Cecil S ‘ ‘ ‘ P \ LY
379 Prince Albert Ave, - : —_ ‘

. ° ¢ ° %
MONTREAL H3Z 2N9 , " . ' ‘ %
Canada . - ‘ . : I §

. - . ‘ . - . _ , ‘
: o : .iurich. August 26{ 197
- ﬁ . . . 1! . ' '

Dear Mg, Cacil,

5\

' I4
- Thank - you very muzh: for your letter of August 22, I am bery

happy’to furnish as much information on MARLO MOSS as we:

. ; .
can fand' . ) /).
. i
-~ / P v 3 1

a) a copy of the\éntaiog we publ)hed in 1973, with ripro; : |
ductions of every palntxng and@culpture being available . ‘
at that moment. . -~ , ' P
o e

b) Photostat of a very personal report on the artist by - . l.
A, H. Nijhoff, the very best friend of Moss. of 1962, ‘ '
c) Photostat of 3 pages out 6f the cotolog "Women Artists:
1550 -~ 1950", published: by the Los Angeles County Museum

‘ of Art 1n 1976 '

i . ..

W1th the newly arisen interest in genUIne constructivist work
Morlow Moss has been reidzscrbered. as there hos<never been' f‘
much publlcity fdr *her duringvher lifetime .~ she must-have
been an extremely modest, interest1ng ond intelligent womon.ﬁ

We still dispose of a nUmber of h r paintings. "and sculptures.\
We took the’ 11barty to note in_the catalog which works are -
still availeble, with the actual’ prices in dgllars, Please . . :'-
let us know if you wish more or other infomzZt:.ons or gbotov ;;;' '
ry to sbtisfy

yo interest. o r

Anne Rotz}er .



Y ' f S
GIMPEL & HANOVER GALERIE ZURICH

aniticacd, /C”NOL’ )

§ . ll,. Ann Cecil ‘ . . - . ' ///
. 179 Prince Albert Ave. '

HONTRIFAL, H322 40 _ \ — ‘ ' ‘ |

Canoda | . ‘ P
o . ' S T

Lx
h

- : - 3 ' Zurich, November 3, 1977 :

Ry , Dear Ms.. Cecil, « _ ' ' A

D y b ' p * .

. % all are aware that materiel ‘on the artist MANLOW MOSS is 1 a

: extremely rqre as far. By our exhibition.of 1974 her viork )

- has 'cxten.ﬁvoly been shown for the very first time. Morlow '

! : ) oss in her lifetime never was fxghter and furthermore N
' belng a rich wom she vas not'ﬁeen on gellzng her work, .

“ or in_any kind of’ pub11c1ty. 1 shall never .forget my dis- - ¥

covering her estate 'in~qQ very small and purely whx‘te llttlc

Dutchhouce. :

e e S e S

B I am afraid we don't dispose o ‘
EE 7+ Ve only have the catglog numbers 29, 3Q in colour. The rest
S , of the-colour reproductxonywa..“done in.a very. special pra-
( : ‘ codurb' block and‘uh1te prints, the necessary, colours added. _ ,

H i -
j, . ’ vle theref®re are Srendmg you onclosed two colo\trr\ tronspurnncms
T" Vo only. ‘plus two black and- wh:te prznts. ’ : \\\\ . R

7 -« Viould you be klnd “enough’ to tell us whefhdr ou would 10
S . -to redeive the full documentation for scientific purpases? - .

.~ % Ve certainly could have made Qolour transparencies of ‘each . \
T E avmlable work. \lhereas weo have fo draw yout attention to the
T * foct thot ektachroms in.Zurich.cost (ot “todays’ exchange. rat; ).
e T ed. 735 - 408 ‘each and - tho. fosult woul}p nat ‘be ‘mors, sutia~ ‘

531, R factory ‘hon our llttle booklet. T .. A

“w

Y, ccrtomly u1sh to give .you our fulI assa.stanca. %
pleaso lot us know What. ol‘se wu can dc. fur'ﬁypu? ‘

A . 3

..a1nccroly yours. o
GII*W;»? & H.,‘t.k)\l!:' pA .

Se o L &.wL
@"“’\r&np "?otzl or\

-,
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! Stedelijk MusoumlRoprodultﬂo-nfdoling' . ' : ' Amsterdam
‘ ' ) . Paulus Potterstraat 13
’ f,;_;_’(\ ( ) / ( C Postbus 5082
t‘ e . . ) ) ¥:
o N . - M .
rekening | invoice | facture | rechnupng Gemesentagiro no. 52 o
- ] . Postgiro no. 338300 :
! . Bank:
. . s .- Amsterdam-Rotterdam-Bank NV
- Van Baerlestraat, A(nlstcrdam
no. 43.36.66.803
' «lMs. Ann Cecil n
379 Prince Albert Avehie '
., MINTREAL 3M 22 I'G a . - '
CANADA . . '
. N . . Telefoon 020-73 21 66 '
. N , .
« . “ , N N Fl
i N ‘ - -
. g | ‘\ ' " -
a Y M . B ‘ . ! ‘:!,. :r .
* Datum 2th ‘November 1977 . ’ Nummer & - U
Y R * . . ‘ ’
. 13 xerox copies cataloguye Marlow s A f1. 0,50 fl. 6,50 '
. . . - 1
1 ‘ v , ) n ' . N .
! bt k : mailing .and/handingfee - 7,50
; o ! ’ ‘ ’ . ...
i . A J £1. b, . '
, N c * ‘====="'= == g GUilderB
2 ‘ El °‘> (« ¢ ' 'éa . . ' ° + - .
; Upon receipt of vour payment -bv check or international money. order-
! we shall sehd you the copies as soon as possible. . .
¢ * ) '. “ . - 1 - kN l.
R : .. LNt oy of
r .. ~ ', . N
. . . L 4 « .
A ¢ " b %“}{ d L3 *

. -

In our first 1etter we mntiqped anbther mmbqf b “copiu and a difttrent
}irice-c after: all we ‘decided’ to make 1oas c&pies on’ larger papcr, th:ls L.
- being the* c);eapé\st qolutton. s i o R

ey
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. (also 'the copyrights)of wathever Mifs Moss has made. ' , ‘

MrsaA.H Nijhoff the a.uthor who happens te be my glother has &'ndeed written

. . -80- v o~
" Saint-Légier, 3-1-1978, \ f
L ~ 3 : g

: ; * : o i

Dear Mrs Ceci.l, ' e

. Some time ago j recieved a letter from Miss Erica Brausen,whlch inclosed

‘

your letter

O otk K B

Miss Brauae%dated the 22 August. 2 :

In this lettet toBrausen you are interested in thé work of Marlow Moss.
: : o

+J Herebij wish to inform you ,that 9 s Stefan Nijhoff are the sole proprieto r%

&

At présent however the works of Moss are with my consent at Gympel &Hanover

. . - * %,
S

A

Galery Zurich ( Frau Dr.Anna Fotzler.) , _

an' article om Marlow Moss, In case .you. want it J eould eventﬁally sent it .

‘ N
. N N Ve
. . '

s
© 1o you. ) S e . )

Due to the fact that art aroun‘dtﬁe‘ period of.:\'bstraction “Creation is .

. .

’

revivzng oertainly an artist as lloin,should be thouroughly mentioned.
As ﬂ‘ do not know wha‘ti. exa.ctl;r, your intantion are ,you can have any informat

3

e through me and my adviser yho- is one of the experts on Constructiviamn.

o
.

Ve
.

Would you kindly inform me about what projscts you habe got in mind 1. .

' Looking forward your reply

J remain with kind regards yours l_iooreﬁ

1~

L5 it g
3 g ’[t\;m(l""‘ A
N ‘

PR
N PR Y X




Ve e e =y

. . e Saint-legier,,27-2-78. ’E,

e .

Dear Miss, A{m Cebil, ’ / )

“ A%

J am very grateffuel foggyour kind letter,from which I understand that

" you want to study more prof<\>und1y the work of Miss Moss. .

» ' a - . .
J appriciate the understapding you show for her work and ’personnality

A great drawback is our long distance. The best advice J can give you ,is

. | . .
‘to.get in touch with ,Mr Andreas OOSTHOEK,who is # very rood friend of,

~

mine who' s connoissér -in constfuctlvest Art ,and is npw studymp ,,Moss,,

v
[ N

_in her ‘time ,and -J gave him therefore all the necessaries documentatlons.
1 ﬂ,ld bim abtout you and he wil Surely hlp you vherever he can.
ﬁ;ls Adress is: Andz(.:eas, Oos‘thoek. §yantoipette,, Valkeni;seweg’ 66. ,
.. Bigsekerke  (Walcheren) Holland. tel:01186-1335.

Earlow ﬁoss: wag E.ndeed a very i)rivafe persbn She loved h;{: work very .nmch
, " ; . I

3 g and due te _the fact that her character :WAS, ,,'I‘o straight,,to be true,that

\
t\hat she’ lost a great deal of -pudblic recognititm Besides she was: independa

nt and therefore in no need to. earg her, living. . Lot ~

opmg to have 'been helpi‘ull for yu‘u I remain alwdys your d1spositin » /

IS

for further ;n#oma‘tions I hope some day we mee‘t to.- talk the mattar over.

e %

- - ‘ o4 . .

;.‘,J.,\ . . ‘ ’oura tmly’ - 4 ‘ ' : . R . ’, ) .

BECEAUNE
W.S. NIJHOFF
Ch. de Panyires 8, :
. 1806 SAINT- -LLGIER -
(Smssc) :

o

A |
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Fig. 23’ Canposition with Yellow Lines, 1933.
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ﬁ . X4 < R 2 sous les drgpeaux sérieux du Neo-Plasticisme’
] .:_1_'” J battant le pavillon tres pur i
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Lo 7 ké echappee belle de 1 art -
) R : enfin mesure d hygiene '
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‘ '7 majorie moss .

i l puisque’ c'est Jo bat de eet abmanach dintroduire Jeo public

dans I2 demna ne de Part non-Nguiatif . je veud e Tnter
sicl o oune bru\c eaplication dee raisonnements qui n ont
poussée veis ceite nonvelle plastique .
,-[ Jusquangemd’hnn 1a pemnture a cmployé comme moyen d'ex-
pression les fmnpes déja faites par la pature . pourtant le
but desbwticte woa funals été de donner simplement wne re-
présentition de ces forthes . . 1'ariste se senta t stliné vers
Jes formes naturelles . parce que malgré I'évidente mualulité
de leurs formes limitees, elles semblajent lui communiquer
nne vérit¢ immuable ot universelle , sans épi.ouvor pourtant
le besoin d'approfondir cette vérité, il I'acreptait comme un
" mystdre .
. '1 Cmais le peintre modeine ne se clmh-nl-' plits de ce <rntiment
. de mystere . ] suit ce raisonneiment : sl en effet les formes
"—'\"' naturelles contiennent un élément d'une vérité universelle ot
immualle, cela vent dire slors que cos formes sont compo-
sées de deun Stements . ctest-d-dire dun dlément changeable
l-n{’(:ml el sont formes visiblee | et d'un dement nchan.
gealile en it quelles appartiennent i cetle vérdd wver- ‘
selle, et qui fi'est pas vislple o, leur viaie valeur ne se tiouve
done pas dans Jeur forme visible mais dans 1a “ielation qui
existe enlre oette fonne et I'univers . la tache de 'homine
et danc dapprofonflir sa conscience de I'un.vers afin de
pouvoir dtablir I'équilibre de rapports qul doit evister mu-
tuellem~nt entre ces furmes visibles et 1'invisible .. ayant
tormé une Iois une conception mentale de l'unmivers il ne
pomra plus se servir des formes nuturelles pour expr mer
c8{e conception, parce que ces formes naturelles et limitées ,
n'avant quune valeur relative 1émoignenf de celte vérité sans
Yexprimer en sa fotalité
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v, . . ! Je peintre a’donc é1é obligé de se créer unc nouvslle plasti-
-~ . . ) R ) que . volld ce que I'art non-figuratif cherche a accomplir .
“11 vout con~urulrs la plastique pure qui pourra exprimer en 3
, totalité 1a conscicnuce de Vartiste envers l'univers . '
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Quelle est linfluence des arbres sur ma peinture 7 i
faut que je réponde par une autre queslion : qu'est-ce que
z'est l'art ? . .

Atmosphére, terre, eau, animaux, minéraux, plantes —
univers chaotique, dont le mouvement fixe les destins.
L'homme partie de cet univers. Forme accidentelle dont le
but reste inconny ; pourtant & son tour créateur d'un uni-
! vers de noms, de nombres et de Dieux. ‘Extériorisé en for-

mes plastiques svivant les étapes de son évolution: ari.
L'homme primitif basait sa conception sur.l'apparence
des forces élémentaires. Son art : idoles. Plus évolué, Fhom-
\ me devinait un but spirituel et simpdsait un systéme mo-
ral : la religion: art mystique. Aujourd’hui, aprés des sié-
cles de décadence, le développement de la science et de
la technique lui ouvrent un nouvel horizon, Plus ls force
ghysique. non plus la force_‘in‘plﬁfe. mais lo force .cérébrale
o démontré étre 'arme la[plus puissante de I'homme. Par
lo mappemonde, il & le plan exsct de toute I'étendue de
son domaine. Par science et technique, il sera capable. de
vaincre son plus grand ennemi: LA NATURE. Devenu
conscient de son propre pouvoir, il prévoit une nouvelle
réalité : reconstruction de la vie humaine par I'homme lui-
meme.

Cl'est cet- cssor qui pousse lartiste vers une nouvelle
olastique : I'art non figutatif. La base de cette nouvelle .
plastique : 'équilibre sur lequel sera bacé cette plus grande
osuvre d'art: la vie humaine. ’
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Moss 1933

‘Moss

+vv... pour aider un peu le spectateur profane je lui con-
teille de regarder mon cruvre sans préjugé......
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Fig. 63 White, Yellow and Blue, 1957,
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