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ABSTRACT . . oo

-

. Paul Klee:- Painting and Pedagogical
Writings 1920-1930: Implications

for I;L'rt Education

Rhona Golfman Shapiro

This thesis’ examines the work of Paul Klee as a 'writer,

teacher and artist. Unifying Klee's wo are two major

principles. The first is concerned with /"process", and the/,

second with "making v{isible"'—. His pedago ical writings (which

served as> a source for his Jeaching “and his images are .

examined with the intention of exploring the relationsﬂip

4

between the two, particularly as thgy eluci‘daté'these‘majdr ‘

principles. Seve'ra1. pictures from fthe oeuvre of Klee (w/hich
were created between 1920 - 1930) . have':w been 's.tudie‘d' in
'relatlon to these issues The plications f;)'r“ Arf: Ed}ication
are examined in relation to th major concepts which i’nspired,

his painting, ‘his writing, and his teaching.




INTRODUCTION

¢ , "

~

As 'an artist and.a teacher, I am interested in the idea of

the artist who is able to teach and at the séme time cohtinues -

\ .

-

to be .productive in his/her’ own work. Each of these’ tasks is
difficult 4in its own right. It takes special ability to
a:’ticﬁlaté one's concepts .verbally; to expl:ess them in p;ipt
requixies the use 0of a separate "lépguage", one which is visual.
Paul Klee can be considered oné of.the best examples of the
artist-teacher. His draw:i:.ngs: and 'paintings have had a great
influence on modern art, he exce;led as an art educator,‘ and

his pedagogical writifigs have been influential in art

education.

The child of musicians, Klee's creativity was ‘fostered .-by.

his mother ancg grandmother, who, exposed him to art and music,
and ehcouraged him to ex)press hifnself as freely as possible.
Later, travel also nurtured the art\ist, and he brought both
experiences to bear in the raisir:lg of his son, Felix, as well
as 1in his' teaching at the Bauhéus&lee's good for.tune in
obtaining apast at the Bauhaus was equally important in his
life: the Bauhaus -provided 'him"with the income he needed tio
sus£éin himself while painting, aqd his. Eeac{uing helped him to
further ;rticulate ideas that w;)uld be important to him

throughout his care®r.

‘Klee took all aspects of his work seriously. At the



Bauhaus, he experimented with warious meteriale, read

voraciously, and studied the oeuvre of other artists. These

pursuits helped h1m 1n creating his own work from which he

[ Y
derived many theories about irt. These theories in turn became

. g
the source for his pedagogy, as elucidated in his writings.

The fundamental interconnectedness ,of pl% aspects of
P \ MRS

Klee's work .is most apparent in his concern with’"process." As

Klee states in the Creative Credo, "Art does not reproduce the

visible, but makes visible" (Klee, F., 1962, p. 154). This

statement can be taken as a manifesto: it 1is the guiding, .

»

principle behihd Klee's painting, writing and teaching.
~Although thev entire ’body of- his work shows ‘indreasing
sophistication and maturity, this principle remains consietent
throughout

The purpose  of this thesis is to elucidate . the
relationship between 'all three aspects of Klee's work by
examinihg Klee's theory of process. Klee's period of tenure at
the Bauhaus (1920-1930) will be the main focus of -the study,
since it is. at this time that Klee's writing and »painting
coin;ided with his teaching‘ Chapter .I focuses on Paul Klee's
'years at the Bauh%af . hd includes an overview of his
pedagoglcal writings as they relate to the practical aspects of
making art. Chapter II'presents the major issues which emerge

. . N .
from these discussions, and which form the structure on which

all aspects of hig'work are founded. Chapter IIT examines some

of Klee's pictureg in relation to the writings, and Chapter IV '

‘presents some of the implications for. art education. The



/

[

. results of Klee's "manifesto"g-a— close study of nature, careful

attention to detunil and‘ intimate understanding:'of the life

3

'process of an quect. —- can be of use in art education today.

His emphasis on the use of the imagination in the process of
creating art  reminds artists, art teachers, and art students
that "making visible™ megns being able to 1nterp/ret the world
first as it {s seen and then as. it is known or understood

Klee's "manifestq" pushes the artist to go beyond the visible

and make - visible by importing into his work a fuller

f .

understanding of thé world.
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CHAPTER.I: PAUL KLEE AT THE BAUHAUS (19%0-1930)
/ L '

/ .
The period of Paul Klee's tenure at the Bauhaus (1920-

1930) will be the focus of this -study, since it is at this
time that Klee's writing and/ teaching coincide with HRhis
painting. While Klee's intereat‘in education had begun long
. before he*arrived at the Bauhaus, with the birth of his son
Felix, it was at the Bauhaus that he hades his first
opportunity to put into practice some of his ideas about the
davelopment of the artist (See Appendix I for a biography
of Paul Klee.) Creative Credo, the first of his texts to

» ¥

appear, was written durinq the time of Klee s army service

The rest of his works were drawn from his.experiences in
art—making:and teaching during his years at the Bauhaus.
B The Bauhaﬁs' philosophy for art education wat
particularly suited to Klee'stcwn ideas about artamaﬂing.
-Tne Bauhaus/emphaaiaeq the union of the arts and crafts:
students~wé;e tadpht by'two”mastegs in.each subject, so as-.
to develop both technical and artistic ability. In addition,’
the school stressed tne‘deVelopment of individual c,reativi‘ty\t
\in its students. Gropius,.the founder of the schoql,.wished
%to _reintegfate art into- the -artifacts of every day
iexistence: in the isolation of the salons, art had lost its

‘warchitectonic spirit" (Hirschfieﬁd;Mack, 1963, p; 4). (See




..

6
_Appendix II for a history of ‘the achievements and influence

of the Bauhaus.) -

s g °
N 1
S

- Gropilus's concerh with the union of the artist and the -
craftsman for the creation and application of new design in
'buildihg and mass produced articles corresponds to Klee's
interest in the c¢reative solution of artistic problems. In
December 1921, Klee wrote to Gropius, stating that "on the
whole there is no such thing as a right or a wrong; the work
lives and develops through the interplay of opposing foﬁees,
just as in nature dood and bad work together in the long
run" (Grohmann, 1954 p, 64). Klee, 1like Gropius was

interested in the "architectonic" eiemgnt i%lee states that

his “highest goal will be to bring architecture and poetlc ,

painting 1nto a fusion" (Klee, P., 1964, p. 125).

Klee began teaching at the Bauhaus in January of 1431.
During his first years, Klee's \teaching _assignment whs
confined to the bookbindery wotkshop, and later tg th
relatively unproductive stained glass workshop. ’According
to Roters, these classes. were not taught. with much
. enthhsiasm (Roters, 1969, p.94). It would seem that these
appoihtments were burely hominal, since, during his entire

stay at the Bauhaus; Klee was rarely seen in the workshops.

Klee seems to ‘have beep the least vocal of all the

Masters at the Bauhaus, and, as. Roters points out the, most

difficult of all the Bauhaus teachers to assess Johannes

v

Itten was considered a demagogue, and Kandlnsky was a .,

- .'g

3
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dogmatistl Klee was far ‘removed ,.-from either-'of these

extremes. In his teaching, he was reluctant to, give- a

¢

] . . ' .
definite opinion, - and when he did make an unqnaliﬁied_

s?htement, he might retract it in the next sentence.
Although Klee's _odéeryationsia(to ‘both studénts and
colleagues) were otca51onally ting#d with sarcasm,: they were’
said kindly An ‘aura of w1sdom seemed to snrround him, and
this earned’him the nickname:. !Der 1veb Gott! (our father in

heaven) (Roters,'1969, p. 94-95). - S

'While Klee rarely participated in his assigned
~

workshops, he did contribute to thé’program of he Bauhdus

-in relation to painting and‘drawing. His enprgy and geniUS

2

as a form Master went into his regular lectures “on the

mechanics .of picture making. However, Klee's classes,,with

* the exception of‘the classes on codour, had little direat
++ relatiohship to the work of. the Shops (Grohmann l954 p.
65) His lessons on the princ1ples of art were not easily
: transferred to areas out31de of paintrng Despite this .his

lectures were compulsory and .remained sp“ under, the

directorship of Hannes Meyer, since the “painterS‘ of the

"Bauhaus believed that' the analytical frame‘of tHe mind ‘and
"the disciplined eye deyeloped in the theory courses could'be

carried over to the work of designing, even if the specific

details of that teaching might ' themselves not always be of
direct value. - . R ' Lo '

Although'soﬁe critics, such as Roters, mayuf}own upon

> . . .
L . -

i

.

Yo
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" Klee'

8

s lack of‘particiéation'in the workshops', others, such

as Reéad. and Teuber, -feel that Klee made a significant

contribuf?@n to the Bauhaus and that, through his teaching

and pedagegical writings, Klee had gh enormous : influence on
- -

Tthe developnient of .\Art in xhé 20th'Century. According to

Read,

Kled's writings contain "the" most compleé%_———\

"presentation of the principles of design ever made by a

‘ modern artist——lt constitutes the Principia Aesthetica of a

new era of art, in which Klee occupies a position comparable
to Newton s  in. the realm of phy51cs" (Read, 1969, p. 196).

Teuber fgﬁequaliy enthu51ast1c: sﬁé states thﬂﬁk"the most
important ‘source of visual information came from the classes

. oy
he taught In parallel to a theory of music, his teaching

. could. be called 'a contribution to the theory of forms"

‘(Teuber, 1973, p. 3). .
Spiller suggests that Klee's teaching act1v1ty (which >
»Was closely' bound up with his creatlve work) helped him

become aware of .his own- _way of working The aim bf his

A

teaching was to promote an "inner" movement and to encourage

the creatLve dispositlon’(Spiller, 1961 p? 21). According

C/ﬁto Grohmann "Klee Wwas so intimately connected with his own

creative mork that'one may Say‘that he simply taught what he

- hrmself hadxexperlenced*as a practicing artist, whiie‘at the

\

same time’ he continually learned %rom his own pupils, just

as he always did’ ‘From everythlng and evérybody that crossed

-

hlS pq;h“ (Grohmann 19, p. 154,bp. *368) .
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During his first years at the Bauhaus, Klee used

Creative Credo as a basic manualo. It contains the ideas and

p‘rac&ces which ‘he ,broughﬁu with hini 'to the Bauhaus ¢see
Appendix 1I)) As, a result Qf his teaching, he compiled over
3,300 pagés of notes, skétéhes', diagrams and drafts of
lec':,tuL:es( As Klee's work chanéeﬁ and matured / he .continually
‘revised his.maserial, as can be seen in the not;es he made in
the margiTls ’of these documents. (Jurg Spiller has,cqnf)iled
t\lf material ‘and translated it into two infor}n_ative texts,

‘The Thinking Eye and The Nature of Nature.)

1

The Pedagogical Writings of Paul Klee

€. °

According 'to ——Sp,iller; the wxiitings which combosg Paul
Klee's -theory of form production and p'ictoria‘lAfcrr,n are the
result of. Iintrbspective analysis in whict\l hé engaged himself
during his work. The ,,énalysis which .accompanied ‘and
controlled Ehe formation of his art was a’ necessary
component, of:‘his artistic process (Spiller; 1961, p."ll).

Spiller's statemgant emphaéizes the connection bétween
the writings and the art-making, since the writings seem té
;r'ise _fr‘om the articulation of~concepts in paints and-it is
th’e-attemp*.;’ to «clarify these concepts that provides the “
irr}.petus, for the w;‘itinﬂg. Yet Spiller also, suggests the .
importance of Klee's tea‘c‘hing) in his develop'me-nt", as, artist.

According t& Spiller, Klee leawned from his students as well

.
.
. x . ﬁ v
:
.
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as teaching them; Gtohmenn.adds that Klee once remarked that
"it was he, not the students, who shoulo be paying tq%tion,
~ so much did he learn fror; them" (Crohmann, 1954, p. 368k).
The production of the writings can therefore be understood
as. a process of articulation which contributes . to the
commuriication of these fundamental ideas, whether in paint
or 1in the clas’sroorn. Furthermore, the writings were also
intended for a larger p’ublic:.,According to G’rohmar;;x,’ Klee's
lecture.at Jena, which accompanied hi's exhibition there, was

given because he did not want “his pictures to be
. \ s

misunderstood (Grohmann, 1954, p. 184) In other,words,

.
A

Klee's writings can also be seen as a means of educating the
viewer about the process of art-making anda the  ways of.
understanding abstract art. i .-

Although Klee produced a ‘number of small essays, the
main body of his writings™ Is composed of four 1mportant

works, which were all written during a ten -year period.

-

Creative Q;do, publlshed 'in 1920 in an anthology, was

'+ written in 1918 .during Klee s kime in the army. HlS second

major essay, Ways 0of Studvinq Nature, was published in- the

Staatliches Bayhaus Weimar in 1923. Written in the same

year, . Ppedagogical Sketchbook was published in 1925. oOn

, " Moder) t, a lecture given by Klee in conjunotion with his
) °exhi 1’} on .at'Jena, v}ae ‘finally published ir{ 1945. According
k—‘t‘o-‘—Grohmann', 't-heqe writings - cover -an enormous range of
problems in art theory and ?art teaching (Grohmann, 1954, p-.

‘



373).

Creative Credo.
-
This essay 'is a treatise on g;aphic art and is composed of
the netes that Klgg made during tﬁefprocess of creating a
pa;nting. These notes give a very clear explanation of his
idea of art kGrohmaqn, 1954, p. 62-63).
. In the first section of this work, Klee ‘@iscusses
graphic. art, stating that an object ceuld be presented in a
more imaginative manner, while still maintaining a greater,
preeision”than any other art form. Contrary to the: accepted
notion that the function of,graphic art is to represent an
obje;t‘ literally, Klee suggests that a. pure art can be
achieved when the element of design and the expression of
form. are direbtly related te the spirit of the content.
The second section -addresses the formal elements of
graphic artsa dat, ‘liné: pIane and ‘space, _ef which the last
'three are chagxged with energy. Dots' and lines, placed in
relationsh;p to one another, can generate planar and cpatial
shapes. Comparing the lifeless dot to a walk ‘inte the land
~ of better ineight, Klee,illustrates various ways of creating °
\‘mgvement. Broken lines, wavy lines,,curves,‘conve;genqes,
.divergences; texture.?f lines, corkscrew motif, zig;ag‘line,

scatte;ed‘dots, and wavy movements should all be considered.

.

‘In Section Three, Klee 'defines the concept .0of the

B! - ~ +
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element as something integrai in itself. By using structures
Cfmposed: of formal elements, the artist can enrich the

4

Trmony of the work.
In Section Four, Klee states that movement can be‘

]

created when a dot begins to move and becomes a line. Here,

for the first time, Klee articulates his belief in the -
creation of a work of art as a prgcess of "making visible"’.
.According to Klee, the work of art (which is a creation)
should. be experienced as .the end result of a process,
although t‘he viewer is at a disadvantage since he is onlx"
presented with the end product. On the other’ hand, the
viewing of a bainting may be seen as a precess in itself,
si(hce the viewer makes pathe in the work of aft as the eyes
méve along from section to.section. Klee therefore feels
_ that every 'attemnpt should be made by the artist to'create a
certain transparent simplicity in the work, in order that
the viewer may participate in its "making”.

In Sec.tion.Five, .Klee addresses the idea that for
artists, the visible ds only an isolated aspect in relation
to the universe as a'whole, and that th; 'invisiblé truths
are the overridihg factors; According to Klee, the artist
must search- for the invisible truth, and find ways of
expressing 1{ ‘to the eye. Thus, for Klee, "Art does not
reproduce the visible, but makes visible" (Klee, F., 1962
p. 154). o

Creative Credo contains the first a'rticulatic%of\ideas
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thaL were 'to be fundamental - to Rlee'§ development as an
artist. In addition, this work comprised the basic teacbing
manual fo‘r“ his first years at the I;auhaus. The concepts
‘which he initiates here are further elaborated in his other

works.

Wways of Studving Nature

Klee's_sécond major essay descrdibes the relationéhip between
artists and objects (ihe I and Thou), and acknowledges that
4‘glsle artist's role. is that of explorer of the wgfld of nature
(Verdi, 1984, p. 17). According“to Grohménn,-Klee believes
that the artist of today expands his knb&ledge'bf an object
by including its inner being, its cross'seqtions (anatomy) , -
its wvisual funétions (physibloéy),‘ that govern it's life
(biology), and finally iés relationship, intuitively
cgnceived and depicted, with the earth and other planets
(terrestrial roots and qosmic unity), statics'and dynamics,
weight and buoyancy.a Hence, a synthesis'of.outer sigh£ and
inner Y;sidn, the complete;'identity of the ego and the
cosmqs.‘\fhis’ method can result in pictures whipﬁ differ
completely from ihe optical imége of an objeét an yet do-
not contradict it (G}ohmann, 1954, p. 183).-it seems: that
the object depicted in the picture .expand; Beyond ‘its
appearaﬁce as a result of ouf knoﬁledge of its inner
wé?kings. " | ’

4
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In this essay, Klee acknowledgeé the contempliﬁion of
nature as a foundation for his_owd creative wark as well as
for his teach}ng. The a;tist, 1ntimately‘ cdnnectgd to
nature, holds a "dialogué"5witgwit, "that is to'say; th;ough
"an exchange of views between artist and object rather th;n
through a mere monologue in ‘which pature speaks and the

artist " listens, learns,  and imitates what he ‘'hears'" "

(Verdi, 1984, p. 17).

The Pedagogical Sketchbook.

written in 1924, and intended for his students, The

' Pedagogicdl _sSketchbook contains directions for the //{
. ‘ * B
ml understanding of pictorial language and practical exercises ’
' in their use. This text, which is the abstract of Klee's
H

inductive Jision, is divided into four sections. In it iz?/ ’
t .

-natural object is not only rendered two-dimensionally,

. is related to physical and intellectual space conceptsy/ .

po-
/
/

. Section One discﬁsse§ Proporﬁionate Line and/gtruétunef
and Lntroducgs{the transfbrha;ion of fhe«sta}i& dot in?o
linear dynamics. Klee explains - the natusg/ of Vvertical
structure as the repetitive accumulatiop/ of like units
(Klee, P., 1953, p. 23). /51 o
Section Two deals with Dimension dnd Balance. Here, the

object, rendered by line, is related to the subjective power




!

15"
of thé humén eyeJKTherphrgse "non-symmetrical balance" is.
used to éxplain the regulation of , the expansion of the
object toward equilibrium and harmony by the kﬁﬂancing and
propartional power of the eye and brain (Klee,_P., 1953, b.
43). ' ‘ , ‘ o

Section Three di;scusses the tension éxisting between
man's abilif&'fo "project"\himself and the object into two-
dimensional épgce, and tbe limitations ‘imposed upon this
urge by jra%itational pull.

Secpion One féppsés on linear extension, Section Two on
the balénqe of dimensional form, and SeQEion{three focuses
on tpé‘projection of motion‘aﬁoye and below the horizon of

th%/humaﬁ'eye. Klee gives the example of a stone, thrown

%ﬁfo the air, falling, increasing 1in -acceleration and

/ . ‘
/finally bouncing onto the ground (Xlee, P., 1953, p. 49).

/:'However) the core of this third section, which constitutes a

transition from observation ix> intuition, focuses on the

forces that interrelate objects, and may be defined by the

L3

following axiom: "To stand .despite all possibilities to
-fallt". (Klee, P., 1953, p. 1ll),

1
» In the concluding section, Klee describes the forces

L

that create optical sensation, forces which are either

«  kinetic-mobile (energy 1in movement)or chromqtic—caloric

(energy in coldurx. Inner meaning and form-giving cause are

" exemplified by the’ spinning top, which defies gravity’by the

centrifugal energy of its gyrations, and by the arrow which

.
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defies gravitational friction (Klee, P., 1953, p. 54).
Klee concludes the Sketchboék by stating that motion

exists only in the activation of colour, moving from black

to white (hot tolcold). According to-Sybil Moholy-Nagy, Klee

calls the sum total of this bookl"Resonanzverh tnis", or a
"reverberation of the finite in the infinite 1; the outer
perception and the inner vista" '(Klee, P., 1953,’p. 12). It
is the experience of the dual reality of the seen and the
felt essence of nature, and should impel the student toward
a "free creation ‘of abstracted forms which supersede

didactic principles with a new nafuralness, the n§%uralness

of the work",K (Klee, P., 1953, p. 12).

On Modern Art. ’ﬁ . ’

This short treatlse on modern art was prepared as a basis
for a lecture which ’Klee delivered at the opening of an
exhibition at the Museum in Jena in 1924. In the lecture,
Klee/discusses the elements of the creative process " which
grow .during the making of ar work of art, and teke plae; in
tﬁe subconscious.He stresses bqﬁh the formal elements and
the content. of the painting (Klee, P.“1966, pp.9~11)- He
centinues to spea} of the.dimensions, ~~ of line,,tone,'end'
colour, of mass, 'weight and quality, of their occurrence in
groups and their combinations in forms which, when abstract,

are called structures, and are termed concrete figures or
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objects "depeﬁding‘on,the direction of attracteﬁ comparative
associations" .(Klee, P., 1966, p.le). | “

Klee also sbéaks of the dimension in which content and
exp;ession unite, and finally of tﬁe dimension of
physiognoﬁy which points to that of style. For Klee, once
there e#ists mastery of the medium, and a structure wiéh
strength, the work of art can reach out "into dimensions far
removed frah a coniFious endeavour} During various phases of
the creative process, the actual work can be developed in
the wunconscious. Klee distingu;$hes between dijféfent
degkges of reality, and defends the artist's right to create
his own, since the artist "does :not attach such 'intenée .
importance to natural form as do  many realist 'critics
because, for him, tﬁesg~final forms are not the real stuff
of the proceés of natural,creation.iFor he places morevalue
on the po&érs Wh%ch‘do the forminglthan on the final forms
themselves" (Klee, P., 1966,‘p. 45) . |

Klee gave thié .lecture- because he did not want his
pictures to be misunderstood. In it’ he attempts to explain
something of the form of abstract art, and to communicate
the artist's relationshié—with nature as it is expréssed in
paint. He. suggests that those who blame the moderq qgéist
for his obscurity are blind to their own social disqniﬁy and

spiritualness, apd stresses the lack of community.

These four essayé form the major output of .Klee's



. :[theori_' ,) and were all produced during a period of great
‘creativity for Klee. According to Teuber, "the works of'the
20's epitomiae the artist's creativity*and are perhaps tne

" /most“e'&lee—like' of ~all.' Fantasy, wit, experimentation,
intimacy, invention, and imagination are characteristics

associated witﬂ‘ Klee, and tﬁese abound in full measure

during this period. His subject, style\and techniques may

changeT— but the above characteristics are the unifying °

forces which personalize his work and make it unique This
' body of work - the culminating manifestation of his artistic
theories - not only forms an entity in itself, but at the
same time acts as a critical transition to the imore
simplified and monumental style of the last decade’ of his
: life".(Teuber, 1973, p.18). ] '

a4

| Klee's writings, accomplished during this critical

[

period of art production may be understood as- an important

key to the comprehension of his goals and achievements. /

While much of his writing deals with technical aspects o?

art-making, as the above descriptron of hlS essays attests,

-

several important concerns underlie these details. These

concerns are also the central concepts- articulated in many,

of his paintings. The following chapter will examineitnese
concerns in order to elucidate Klee's ideas 'as they were

developed and honed through writing‘and teaching.

*

18



[¢]

t
-

CHAPTER 2: _KLEE'S WRITINGS AND TEACHINGS (1920-1930)

ke Sy
The import e of Klee's work on the technical elements of

g;painting,' discussed i? the"preViéus cQapﬁer, should not -be
underestimated. .As "an artist and teacher, Klee saw these
concepts -- the ab&lifj of dots and lines to create movement,
the power of colour to convey emotion -- as necessary tools
which must be possessé@ by the student.

?

'.Behind 4these ‘discussions, however, lies Klee's ‘profound

sense that. "the teachable aspects ofjpéinting aéd drawing wérq .
» inseparable from the %onception ?f the xPrld"/(Grohmann; 1954,
p. 368)..Thus, Klee's classes were as much concerned with that
conception:as tﬂey were, with the practice_of painting itself.
All three aspects of Klee's work -- writing, teaching,- and

painting -- ére ‘inseparably bound together. 1In fact, the
éoqcepts that K}ee\wés‘first trying to express in paint and in

Creative .Credo, his earliest essay, ‘he later vie&éd as largely

subconscious;‘As he began his teaching career at the Bauhaus,
-he wab~fo;ced to "clarify and communicate ideas and n@thods“‘
which he had previously been applying unconsciously"- (Verdi, .
‘1984, pP. . 24). This léd to an ;ncreasing qefiqement énd
exploration of thgse ideas ip‘both‘hiS'teaching end writing.
Thréuéhout his @ork, however, flow two fundamental

-

bnceptions: the idea of "process",

v{j"

and the idea that art "does
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not rebrodude the visible, bﬁt makes visible" (KlééyfF., 1962,
p. 154). The idea of "process" refers to b;th the process of
artistic creation, and its relationshi§° to the processa of
natural creatibn. K}ee frequentlyunoted each step during °the
progress of a painting, rendering its creatio‘n.~ ut£erly
conscioué.eln natural creation, Klee's concern with "brocess"
led him to pufsue an intimate knowledge of natdrejs'yorkings.
"Frqm the amorous escapades of the ma@mals and birds to ths
procreqtive instincts of a single cell; and from thd emqtions
of the fishes to those of the flbwers‘ -~ Klee's c&riosity,,

accompanied by his brush or his pen, encompassed all %of these"

t
-~

(Verdi, 1984 p. 23). ‘ L .

According to Grohmanﬂ, Klee'% desire in the analysis of °
all works, whether his own or his, students,'was to "get as.
close as possible to the limits of the mystery behind thé work"
(Grohmann, 1954, p. 374). Th; same méy be said of his.pursuiﬁ'
of nature's secrets. The pﬁ;pose of the artist's work was qot
to display the "merely visible" but rather to seaéch for and |
express the reality that lay behind " the. percéptible: ~The ~
artist's true goal should be Ep "instill. a 'sénse aof to{:alityle
into his conception qf any object in\nature*sj in- other words,
to diving its‘plage and purpose 1in “the grand scheme of thihés
as though seeing it from the most remoté point in- the universe"’
(Verdi, 1984, p. 17).

According' to Vverdi, a"Kiee's desire to peer ‘through a

- finished form to*muncover ﬁhe forces which had shaped it arose



.o ’ .o
from,his firm conviction that all of nature's inventions were

ultimately composite creations and tbat by reducing these to

their separate'parts oneﬁcould come closer to an understanding_

—
'

ofi nature's creative methods and apply these to one's own. Only
in this way would the }elations ‘between the parts and the whole
be revealed to the artisté and- only in thig way would the

w

relations between different organisms disclose themselves to
~bis inner eye“h(Verdi, 1984, p 25). -

’ For Klee, tnerefore, the stress was’ upon "forming" " ‘not
"form" (Kleea PJ,»196§, p. 45): "this alone mas\a living
process,;'whereas' the end result - was, by comparison, dead"
(Verdi;5l984, P- 25). The difficult task was‘to look peyond the
. " visible, which is but an "isolated case™, to the "unsecn truth®
'QKlee,‘E:,,l962, p. 154). It is this that justifies the bse-of
abstract forms, since the'"artist,does Hot attach‘such intense

importan e to natural forms.ilbeé%use, for him, " these final

forms . ake not - the real stuff of"ﬁthe'process of natural
creatiom/ For he blaces mere valde_on the powers which do tbe
- forming than on the final forms themselvesJ (Kdee, P., 1966, p.
Coasys | '

. Klee's interest in the pfocesses of nature arises out of
- his eonception of the actist! s 1ink with the world around him.
.For. Klee,’ the artlst. is~ continuously engaged in a kind of
' "dlaldgue" between the process of forming and the’ object being

", fo¥med -(Verdi, 1984, p. 17). 1In doing so, the natural "life

3

source" of the’ object could become expressed as well in the
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artist's work. In fYact, Klee saw the artist as a part of

nature, whose task was not to '"reproduce" but to’.‘.'recreate":

the object might be "reborn" in. the artist's création. The

artist's goal was not to "mirror" ‘nature's creations, but to
"create" "like .nature and to "mirror in his own works™'something

of (naturejs' own resourcefu,lnes"s“ and determindtion" (verdi,

1984, p. 28). - - © g

E

Nature, for Klee, encompasses both the earthly and the
cosmic.’ The attist may seek to see the truth within the most
microscopic of creatures, or from the tyﬂantage peiqt off..' the’
"distant star". "The way to a deeper urrderstar.lding of the'
inv1sible face of nature comes through the recognition that the
) artlat is part of a totallty much’ greater than that whlch meets
the e§€" (Verdi, 1984, p. 17). '

.)Zlee s conv1ction that the artist and nature or world are
fundamentally inseparable l?d him to bring nature into the

classroom in order -to teac}.his students to "see": nature was

"the "best school" (Verdi, 1984, p. 24, citing Ludwig Grote,

: ¥
‘ed., Eribnerungen en iDaul Klee, *Munich, 1959, p. 91). According
to Grohmann, the point was to "~famlliar1 e [the students], with

art and rrature concomitantly Fdr .him the laws go?erning nature
l $
and l%an tallied perfectly -- and in thé classroom he ‘always

emphasized this credo, axiomatic for his own unders.tandi'ng of

tzie world of forms" (Gréhmann, °1'954., p. 369). The ideaé on
Q ich he basedl his teaching -- "I and Thou,“the Earth and the,

N .
'Univesse, or Artist and Subject, Earth?pund (static) and Cosmic

®
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(dynamic)" -- reveal the dynamic .relationships  which Klee
perceives between all things, and which he atteﬁpfed to

4

communicate %o his students. It 1is this vision of the
inseparably connected nature ‘of gagll things, revealed and
reproduced in one ﬁoﬁn or another in each object, that Klee

»
conveys in his drqying The Artist's Eye (Plate 1 ). It is this

vision that he conveys to his students, concentrating on the

natural- object, a leaf: .
"Pacing slowly up and' down, Klee said a few words, softly -
sand with long pauses; thereupon all of us felt that we had
never before seen a leaf, or rather the leaf, the essence
of the leaf. He made us sense how life streamed through

. its-main and subsidiary veins, how its form was determined
by this, and how the cellular tissue embroidered itself -
lightly and yet firmly like a net around .the veins.... We
felt this so strongly that tHe pencil in our hands became
heavy and we had to admit that the first thing we had to
do was to learn to see before we could draw another line"”
(Verdi, 1984,° pp. 24-25).

The study of nature was the foundation of Klee's teaching. Only

!

studentcthe necessary "freedom" to "develop...his own paths to

a profound knowledge’ of fUnEamental processeé could give the
form, which acquire a new natural order, the natural order of
the work itself" (Spiller, 1961, p.‘17). L\\

The artist s .relationship with nature, thus‘pesited by
Klee, ’1s not a detached one. As stated above, the artist
enéages in a "dialogue"’with the object. Klee sees the artiet

as a part of nature, inseparable from it. -Thus, the artist may

not simply "reproduce the visible" but must "make visible", . -

since it is only in this way- that he can.ao justice' to the

hidden beauty of nature's processes. The work of art is but a

hd
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final revelation of those processes, made visible to-the world.
Klee sees the artist as the trunk of a tree whose roots are the
things.of nature and of life. The work of art is the crown of

the tree. . ~ . ) :
From the root the sap flows to the ‘artist, flows- through
him, flows to his eye. Thus he stands as®the trunk of the
tree /' Battered and stirred by the strength of -the flow, he
moulds his vision into his work. As, #n full view of the
world, the crown of the tree unfolds and spreads in time
and- space, so with his work. Nobody would affirm that the.
tree" grows its crown in the image of its root. Between
above and below can bé no mirrored reflection. It is
obvious that different functions expanding in different-
elements must produce vital divergences. But it is just
. the artist who at times is denled those départures -from
nature which his art demands.’ He has even been charged
with incompetence and deliberate distortion. And yet, .
standing at his appointed place, the trunk of the tree, he
does nothing other than gather and pass on what comes to
him from the depths. He neither serves. nor rules -- he
transmits (On_Modern Art, cited by verdi, p. .3; cf. Klee,
. P., 1966, p. 19). ’

.
A

!

—-Klee's vision of the artist stands at the centre of all
his teachings. The artist;‘like nature, is a creator, ystnhe
creates through the agency of the: life-force xnahifestsd by
nature itSelf Thus Klee s emphasis on process, and the need
for artists to make v151ble, rely on the conception of the
artist as mediatiﬂg *channel". - ‘

All of Klee s wrltlngs and teachings' are related to his
art. As stated above, both the writNngs shd tedchings serve to
artigulate ideas ;and methods that had prevtously been ussd
unchnscioﬁshy- The period of Klee's tsnure‘at the Bauhahs saw
the creation of almost all the writings,” and was also a crucial

period in his artistic produe@ioh The next chapter will

discuss these important concepts in relatioh ‘to Klee's:)

| ,ﬂ\ta -
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.CHAPTER 3: THE PICTURES OF PAUL KLEE AND THEIR
RELATIONSHIP TO HIS PEDAGOGICAL

WRITINGS (1920-1930)

The pictures of Paul Klee encompass an extended range of
artistic mediaoand.a\rich variety of schemata. Klee was not
afraid to renovate or invent through.trial and error, and his
work exhibits a thorough ﬁhderstanding of the potential of all
the artistic elements.

Klee's work is also very personal:4Ac00rding to 'Ben Shahn,
Klee -gave his\viewers the depths and reaches of his sabjective
life. (Shahn,B., Breuer, M., 1956, p. 6).‘%he éombinatioa of
these , two factors. -- iAnovation and deptﬁ‘.of personal
'iqvolpemept —- makes it difficult for the viewer to'apprec%ate
the - true value anq\\yature of Klee's: artistic achievement
without making aithorough acquaintance with his written and
artistid,works. Thus, a knowledge of Klee's ideas, as expressed
in the four major texts and discussed in the previous chapter,
can be of great help 15 interpretiné his art. ‘

When 'loolfing at. the oeuvre o.f‘ Klee in relation to.‘ his
theories, we may find that “Klee's theory'does not supply the
. key po the symbolic or semantic interpretation of .the images
and signs which appear in his paintlngs it‘rather explains how
each one of those images, each of those signs, contalns a truth

-,

‘which each man will read according to his own experience "and
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will find a place for it in the rhythm of his own existence,
and yet retains the same value of truth for eyeryono.J
(Spiller, 1961, p. 17).‘ ‘

:Wheﬂ looking at Klee's paintings and drawings, one
perceives that his experience with natural objects ' was
pko%odnd.. Kiee's intense interest in nature was a lifelong
passién. When Klee waé only three or four years old, he found a
colored ‘print of two rather menacing . beetles and placed them
with his own pencil sketches of snails (Verdi, 1984 ; p. 1)
(Plate 2). Klee's insatiable curiosity about nature,continued
to be a source of inspiration to him sthroughout his 11%e£ime.

From his earliest drawings of animals (ages 10 and 1Ty, to
his more systematic study of the ways of nature'and the,éorld

around him,lKlee gradually made his acqpaintance with a range
of -beings which were destined.to remaln a central pari of his
creative universe. Before Klee could hope to gain alaeéper
insight into the essence of nature,' he realized that he must
acquire a more idtimate knowledge of it on a pt;rely yisual
level. This Qas the task to which he deboteﬁ himself until
1914. After this time, the . nature studies showed the artist
“gysdua?ly disengaging himself from the bonds of mere realism to
"+ concentrate upon the most essential features of form. Klee
+ further eiploféd the process‘of freeing his art from a concern
with appearances and finding a style which was truly his own--

one which would eventﬁaliy permit him to say more with less

means, "working alternately on a series of creations drawn from

1
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his imagination.and those based directly on “nature" (Klee, P.,
‘1964, p. 229). In this way, he sought a means of recording his
natural preference for the painting 6f ideas -- for poetic
‘ subjects -- with the plastic (or architectonic) meaﬁs of
expréssion at his disposal (Klee, P., 1964, p. 125).

He collected different kinds of foliage, preserved them,
and often studied them under a microscope, in order to come to
know as much as possible about them. According to Haftman, "out
of seeing comes insight, ‘and outs of this insight, he made
pictorially concrete objects" (Haftman, 1945, p. 116). .

In order to explore the relationship b;;;een Klee's
written artiéulat;on of these beliefs, and their expréssion in
'péint, four paintings wi%} be examined, eacﬁ'_relating to' a

particular text.

"Make Visible" (Creative Credo)

In 1926, Klee did za7pen and ink drawin; entitled "Make
Visibie" (Plate 3). Within the perimeter of the picture, and
beside fhe image, Klee "wrote the words "sichtbar machen"--
make yisible. In this drawing, *one can see a form fesembling
that of a head, with scroll—like.drawing representing the eyes,
nose and mouth. This large head may remind one of Humpty Dumpty
'(sittingh on a wall) with three shapes which. seem to be

emanating .from the top of the head. When one looks at the text

in the dfawing' itself, one understandé that there is more
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undeflying meaning’ in the picture than is at first apparent.

o

"Make Visible“ refers to Klee's belief that "what ‘we see is a
L Y

proposél, a possibility, an expedient. The real truth, to begin

with, remains invisible" (Klee, P., 1964, p. 374). What remains

invisible for Klee 1is the creative connectjon between all

q&eﬁents, both art;stic and natural. Here, the scroll-like .

drawihg, connecting the elements of the face, suggests the

connection between these features. The connections made between
. T . . -

-t

the elements in the drawing traces the process of the graphic

production through which éhe image was made visible. Thus,

although this drawind was created in 1926, it perfectly

illustrates Klee's concept of "making“ visible", previouslyd

stated in The Creative Credo. '‘Klee further emphasizes and

that

elaborates this concept in his lecture at Jena, where he states

AY

if the artist can arrive at what appears to be such an
arbitrary deformation:.of natural forms, it is only becausc
he -does -not attach any intense impqrtance to them. Because
for him, these final forms are not the real stuff of the

* process of natural creation. For he places more value on

the powers which do the forming, than on the final forms.
The deeper he looks the more readily he can extend his
view from the present to the past, the more deeply he is
impressed by the one e¢ssential image of creation itself as
Genesis, rather than by the image of nature, the finished
product. Then he permits himself the thought that the
process of creation can today~hardly be complete, and he
sees the act of world creation stretching from the past to

“the future. Genésis eternal! (Klee, P., 1966, p. 45)



"Fishes" (Ways of Studying Nature)

"Fishes" (Plate 4), painted in 1921, illustrates many of

the ideas ' that Klee arﬁibulates in wWays of Studving Nature.

v

According' to Haftman, when looking 6 at this watercoleur, the
viewer may feel he is looking into an aﬁuarium. Attthe bottom
of fhe picture are some large, juipy, stafic vegetable forms,
painted light yellow and:-ochre, which seem to be growing in
front of a blue-black background. Some a;é stiff, flat upright
forms with sharp edges. Next to these is an oval formation
which seems to be growing out of é soft grassy be@. éeside this
iS'aklarge armed growth which. has sharp‘ééikes, and a bud which
seems to have opened into a broad pale Bloom. TJ the right of

3 s
this are .other fprms which seem to be growing out of a square

base compo;Zd of several triangles, creating a rhythm as if it
mféht be seaweed pushing up throught the mud and emerging in
geometrical forms. The closer one looks at this picture, the
_ more familjiar ‘one Peéomes with this formal vegetation of
waterpiants and Fucculents. Above this vegetation we perceive
the fish, which’glso seanyzb.be identifiable and familiar:
These _objects héVg a warm familiarity, and are reafly
variatiomns on naéﬁrai\growths (ﬁaftman, 1945, p. 110—112).'

The rLthesé of his textﬁres and the lush colours
contribute to pis imaginafivé interbretation of the fish. Such
creativity can only be\éttributed to someone whose knowledge of

his subject matter is profound. Klee's diagram, the "Artist's

‘L\
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Eye" (Plate 1), desc%ibes three pathways necessary to the
‘understanding of an object in naturé: the optical; tﬁe'earthly,
and the cosmic. Once intimate knowledge of the object is
acquired, the artist has at higgdisposal'th ways of relating
it to the rest of creation, both of them non-optical. The

'}

“'earthbound'" pathway is one of "'intimate physical contact'"
which "reaches the eye of the artist from below t:he second is
that of 'contact through the cosmic bond that descends from
abov.e" (Verdi, 1984, p. 18-). With either method, the artist can
acl;ieve a glimpse of the ’integrated reality of the universe
through a "careful study of an element of the microcosm"
(Verdi, 198%, p. 18). A;A7;he description provided above
impljes, the painting "..Fishes" illustrates ' this approach,‘
which, according to {/erdi, "was Klee's -preferred way with
nature throughout his life" (Verdi, 1984, p. 18).

Using transparent” colo.urs, overlapping forms aﬁd ameobic
floating-shapes to create the "illusion of varied deptths, Klee
presents the viewer with a picture which goes.’beyond a
'rvealistic interpretation of the world. The process that Klee
uses 1in creating the painting'can be sensed by the viewer,
since he allows changes made during the process of creation to
remain ai)parent, as in the .case when tixe colour of the fish is°
changed, and vague traces of the previous colour remain. This
v'han ling of the surface adds to the integrity of the v;o‘rk, and
c ntribute_s to the viewer's participation in the creation of

the work. Thus, the picture exemplifies another aspect of

'
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Klee'éﬂphilpsophy, which 1is to make the process by which the.
painting is created accessible to the viewer 'thr;ugh its
"tranéﬁaréﬁt simplicity*.

A

"Twittering Machine'" (Pedagodical Sketchbook)

Mechanization and industrialization inspired Klee to
invent a éomprehensive sefies of pictures of pseudo:mechanigal
apparatus at the Beginning of the tweﬁtiesc Acco}ding to
Spiller, Klee stated that "the mgchine‘s way of fpﬁctioning is(
not bad: but life's way is something more. Life engenders and
bears. when \niil a run;down }nachine have babies?" (SpilIe},
1961, p. 59) It obviously amused Kleé to ggpresent the human
form and the functions of its organs as "motér‘ oréanisms“

(Spiller,-1961, p. 336). Klee's bizarre apparatus always showed

a playful mood, most clearly expressed in the titles of his

. . v
pidtures. . 3 . -

"Twittéring.Maéhine" (Plate 5), created in 1922, is an
example of a picture spiFed bynthe world of the machihe. In
this‘picture,kgné can Ssee brimitivg, fl{ﬂgy bird mechaﬁisms
standing on an equally flimsy crankshaft. In this example of a
"symbol of form in motlén“ (Klee, P., i953, p. 51), one assumes
that the sbaft can be turned and that when this is done, the
birds twiiter. There is an intgresting.tensionhbeing created

between title and design. ‘' According to Gardner, one doesn't



33

usually think of machines and birds together, of of machines as

hand-driven works made of bent picture ‘wire. Out of thesc

‘associations emerges a new identity that spoofs the machine.

age. Perﬁaps Klee is suggesting that, although the device
works, 1t has no real purpose, E?less it is to -twitter

<

(Gardner, 1975, p. 742). ' ]
i According to Maurice L. Shapiro, the gaiéty in this
picture may also have tragic‘significancé. At tbe bottom of the
pictuge, there is a rectangular ditch. ' In .this "example of

"dimensioﬁ and Dbalance", princjplés explained by Klee in

Pedagogical Sketchbook (Kiee, P., 1953, p.-35-4619, sémething
which resembles a bird is sﬁpported on short‘legs that surround
a menacing hole. There aég'arrows_which‘have pierced the‘heads
of several of the birds; or are ﬁﬁey feather shafﬁs'that run
froh head to tail to represent their bodies? If so, then these
" bodies are severely reduced to diagrammatic proporﬁions.nThis
is an example of a symbol éf form in motion (Klee, .P., 1953, p.
51). sShapiro also -suggests that the artist is careful to
sbecify that each of the four birds has a markedly diffexent
character, and'perhaps’only the bird on the left will tw%tter

The crank may turn, the lines may strgtch and!creak, but the
*birds (either mechanical or live) have no gaiety, and the dark
stains- and smﬁdgesﬁaﬁbut them cast a glodm-oVer the pink field
'of the picture (Shapiro,M., 1968, p. 67).

ﬁegardless of the various interpretations éiven to this

picture, it can be said that.Klee's figureé and forms are not
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without. meaning, but exist in a magnetic field of cross

currents --lines, forms, splotches, and arrdws. The use of

these spmbols to create "movement"  is described in ‘detail in

-Pedagogical Sketchbook. : .

According to Ben Shahn, Klee's "styles of palntlng grew
out of the necessities of mood and imaginatlve content. More
than anyone else he affirms an old heresy of my own ——‘that
form is merely .the shape taken ﬁy content. Where cohtept is‘
highly subjecttveaand highly pereonat new forms will emerée.
That 1s_the_unceasing.Wonder.of-really good art. And that (and
not a trick of leevino.ribbons of colour)gip what Kiee ought to
mean to othet artists“‘(Shahh,°B., Breuer, M., i9$0, pi~7).

The birds beoome ; metaphor for  Klee's feeling about

induetrializétion; the painting seems to me to express his

dismay at the~loss of naturalness with the introduction of the

-

machine.

[

"Plant-like Strange". (On Modegn Art)

\
o

The fourth .picture to be examined is based upon the ideas

formulated in On Modern Art. In thlS text the concepts found

in Creative Credo and edaéoglcal Sketchbook and nour;shed in

Ways o tudyin ature rehch their, fullest development.

According to Herbert Read, on Modern Art is a product of Klee s

"deen meditation’ upon the problems of art which the- task of.
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teaching had t‘)réug'%lt'to a head" (Klee, P., 1966, p. 4).

In "Plant-like Stranée"‘(Plate 6), painted Hn 1929, Klce

allows us to enter his secretive-world of micrescopic nature.
n-it we- see a congentric layered shape which defies, '

c:' ‘idencfficaeiqn. It is ‘a pictuge in which Klee has invented
R something which_ has the characteristics of both animal and
plant.' In his Iechere at Jena, Klee discusses "Plant-like
Strahge"‘whén he sfé%esg '

\
'

And is it not true that even the small step of a glimpse

. "through the microscope reveals 6 us 1imagés which we

: " . should deem fantastic and® over-imaginative if we were to

. ‘see them somewhere accidentally, and lacked the sense to

: understand them? Your realist, however, coming across such

.an illustration in a- sensational magazine, would exclaim

. .in great indignation "Is that supposed to be nature? 1

: call it bad drawing." Does, then the artist concern himself

with microscopy? History? Paleontology? Ondy for purposes

. of comparison, only in the exercise of his mobility of

i L _mind. And-not to provide a -scientific check on the truth
N . of nature. (Klee, P., 1966, pp. 47-49)

-

" Klee has perhaps used microscope to achieve the imegery that

P v

" he -desired .(as.stated in . On Modern Art)., He also realizes that

3 1

it may be difficult for the viewer to read or -understand, but
-for him it is just part of his on-going research into” the

A

exploration -of nature. D

' In this chapter the reiationship of Klee's writings and
teaching to his painting has bee& explored. Klee's concern for
process, the achievement of a\"transparent simplicfty" ‘in the

work ofjart that ellows the viewer teoparticipete in the act of

et

, création, 'whether that-of nature or that of the .artist) and the-

? i
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* concomitant act of "making visible" the reality behind the
b, 'appearance of finished forms can all be seen as impbrtant in
all three aspects of his work. However, accordlng to Roters'
- Klee's "a;tistic work transcends ‘his teachmg by a final degree
SN of intensity which is beyond ‘description or explanation"
) (Roters, 1969, p. 103).
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CONCLUSION AND IMPLICATIONS FOR ART EDUCATION
Paul -Klee is an example of an-artist/educator whose
paintingé and teachings are closely related. He had two
basic concerns, which informed both his -teaching and his
image making. He was concerned with the process of forming

>

as it -occurs in nature and artistic creation..The need to
make that ;rocess.visible was the’unﬁerlying mbtivarion for
his work. Klee presents his ideas of prqéess in pfctorfai
form, and articulates the principles and theories of his
forming process in written form. -
While Paul -Klee's art remains very importantﬁ in the
history of medern art, it ie not often recognized that his
writings and teaching lna§ ‘be of ~equal,jimportance.ir1 the
’ﬁevelopment of érr education. The writings are"less known.
Althoubh Bauheus principles have been widely applied, Klee's
theories have nevet been ffilly appreciated. Such works as.
Pedagogical Sketchbook may be purchased by art students, but
‘their true significance for art education is often ignored.
. Tﬁere is a need to re-examine Klee's contribution to art
educetion‘in light of the current issues.

13

The need .for reform in art education has recently,been

made clear. In 1981, the J. Paul Getty Trust initiared the

lfirst in a series of surveys of art education in the United
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Stateé.ﬂ The Trust's preliminary review of art education
found that Qery few school districfs have‘considered art as
an racademic subject. Art is not generally seen as vital to a
child's education, and it is felt that people require litfle
or no formal education to experience or create art. The
survey also found that art ‘education lacks fundamental
importance (Getty, 1985, p. 2). The Trust concluded tha£ art
education will continue to languish unless "those who help

shape the school's curricula believe that art education

makes unique and vital contributions to a «child's

Py

”.
. development, and the content of art programs is expanded to

include art history, art criticisﬁu and aesthetics, along

- with art production" (Getty, 1985, p.3).

,Leilani Lattin Duke (director of the Getty Center for

Education in the Arts) st%tes in her study that less than

20% of high school students are involved in visual arts

classes, and that most of these are studio classes. Those
who wish ‘to study art history seem to be in a smqll‘l

minority, aqg, unfortunétely,'the schools themselves seem to

‘'perceive art classes as a means of trying to discourage, drop

outs (Getty, 1985, p.6). °

In 1983, aCreport was issued by the National Commission

$

* -on Excellence in Education §tat1ng that little art‘educaﬁibn

/

'is going on in American schools at, the present time, and the -

education thatg,does take place varies wildly in significance

(Brown, 1988, p. 190). ' C
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J. Carter Brown, director of the National (,(allery of
Art dn {Washington, D.C., and member of the adizi-sory
committee in the Arts Endowment St'udy, ‘states that the .,
reason for this.is that the curriculum used in training art
teachers is not well focused requiring that too much time
be spent on teaching methodology and education courses.
Little .time 1is spent -investigating the subject matter
itself. Brown belieéves that the role of art Ed'ﬁ'cation is to
make students literate- in bo\th culture and visual language.
Thus, for Brown, the study of *"visual documents" ena'bles.‘
students tp "grasp the continuity of their 'great cultural
heritage" (Brown, 1988, p.'90)N\ This aspect of art education
is neglected. ‘ - ’

'Moreover, according to Brown, some teachers seem to
have little understanding of . the relationship between the
philosephy of education that they imbibe,. K and the practice
of art which they are required. to co&nununicate to the .
students. There seems to be no attemp.t to build on skills
- and knowledge' acquired from year to “year, and thus, the
teachi‘rjlg of art can appeyar to be haphazard. ‘ .

.‘I:he record- of Paul Klee's work reveals a systematic,
carefully thought' out approach to bot'h ‘the teacping ‘and the
making.of art. Klee spent moch time communicating what he
believed to be necessary principles and tools to his

students. Klee shared many of the beliefs laid out in the

Bauhaus Proclamation (1910), which considered ‘the teaching ,

”
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of art as an-: integral paft of the overall education of a

séudent. (see Appendix 2). In other words, the "education

. received in Klee's classes could be perceived by'the\student

as meaningful and important - in fhe overall structure of
ﬂis/her education. In addition, students were exposed to an
_artis; whose seéiousnesg and dedication to his work was
apparent because Lof his personal .involvement with the
procjess of creation, and with the development of a new

pictorial language.

\

The combination of the Baﬁhaus philqsaphy and
'Klee's\ ;QQ\'belieﬁg ‘also proviéed the stﬁdents with the
freedom they needed to develop their own expéessive
‘abilities. For Klee, their.was no "right or' wrong in art"
(Grohmann;'i954, ﬁ. 64). Thus, .he was able to encourage his
studerits £o explore the world around them. In addition,
Klee's awareness of the role of u%he viewer, éhd the
importance ‘of the artist's, philosophy in. the creation of
form may ha;e helped the students to become more ;ehsitive
to the effects of art, and the nature’ of -the artist's
interpretation of the world.
Klee had little formal training in téaching. H%s most
important qualificatié‘ for the role of art educator was his
_cfeative ability. While he had several years of training in
studio art, his acqualntance with the methodology of
teaching was‘sligpt. He developed his own methéd which was
to. focus simultaneously - on tpe elements and tools of

v M - -
7 & ~ _‘ f
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creétion while showing how they worked together to
communicate With 1I:he viewer. For the most part, Klee was
self taught and had no models on which to pattern himself as
a teacher; he used hlS own work as a teaching tool \Another
important factor in his success as an educator is his broad
cultural background. He was a proficient musician, and a
poet (Kagan, 1983; Plant, 19:18) (see Appendix 1). He also
had‘an acquaintance with many cultures, and part of his
informal education consisted of. travel to other countries in
which- he gained experience of diverse forms of artistic

expression. \ ~ : :

¥

If we are to apply Klee's model of the artist/educator

to Brown's criticism of art teacher fraining, we may find

some solutions to the prob{le'ms he raises (see pages 38-39).

Klee's success as a teacher with little formdl training

. for the job could suggest that training an art teacher in

~te‘achihg methodology alone is not sufficient, We learn from
Klee that {:he content of an art education program should -not
sepa¥ate the achlSithD ‘of skills from the " theory and
intention of art making. We also learn *that to be’an
educator, an artist must not only be' committed to making

art,)fﬁt to sharing with others the theory and the process .

of forming'. | P |
Art educators at 'all levels must become involved in
their own work process in order to alleviate 'the problem of

the isolation of art as a subject. A wider background in the
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humanities, one which connects ért to large; concerns, and
an undqrstanding'ofuthe prbéess of art-making may enable'art.‘
educators ‘to .pécome«.mor%' effective in their task ~of
coﬁveyihg the immediacy of art as a means of expression.
Klee'sl pedagégy grew out of his’ personal creative
experience as an artist. Through his attempts'td,articulaﬁe
. his own process of ‘imgge .making in his writings and
| teaching,'he arrived at a theory of art which continues to
inspire us. Artists and art educators must therefore
understand the brocgss qf forming‘in order to facilitate it
) in others. -

[ -

/-



APPENDIX I: A BIOGRAPHICAL STUDY OF PAUL KLEE (1879-1940)

1

The Early Yéars: 1879 - 1920

Paul Klee was born in 1879 at Mun@henSruhsee, a village
noFth of Bernel in Switzerland. His father, Hans Klee, a
Bavarian, was bylprofessionha music teacher as well as‘a critic
and musicoiog;st. Hif mother, Ida Maria Frick, who was born in

the south of France, was. also very musical,., and had been

{

R

trained as a music teacher. It was she who~encou;agéd Klee to
take up music at.aﬂ‘early age, and accompenied him to his first
violin lessQns. She, helped to nurture in her soa the love afd
appreciation of music which would become. a Rsource of”
insplratlon for his paintings and a hobby which he would pursue -
seriously until the end of his llfe. i A

Klee's mother and father met each other while studying at
€k§ Stuttgart Conservatory of Music, and married in 1873.
Their ﬁirst child, Mathllde, was boérn.in 1&76. Paul was born ,
three years later (1879). The following year, the family
moved to éerngf where tﬂgy lived ﬁnti;'Klea went to Munich tt
bagin his art studies (1898). . - ",

Klee beéan schop; in thafspring.of 1886, while tha*family
v;a; living in the Lahggassl'e in Be‘}e‘k He completed tha first
fpﬁr‘gradés at the tocal primagy school, and then attended the .

muniaipal Progymnasium. He subsequently entered the

Liteéarschulé of the Gymnasium, .and, after passing the cantonal
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A

-examinations, he graduated in the fall of 1896, thus.completing

his general education. His favourite subjecfs at school were
botany, mathematics, and.apcient languages (Kleé, F., 1962, p.
44) . He was able to acquire and assimilate ‘knowledge and
skills easily, and, when he left school, there were many fields
open to him. By this time (1896) .he was a proficient
vioiinist, but hesitated to make music his carger: )

, Klee'é ability was not confined to the sphere of music,
but also included poetry, prose, and the plastic arts
{Lynton, 1964, p. 8). After graéﬁation, Klee felt the need to
leave Switzerland aﬁd go to a cdty'where life might be more
stimulating. He had to choose -between Paris and Germany, and
so.in September 1398, at the age of ni;eteen, he went to Municb
(Germany) to sfudy art. At this time, Klee began to rfcord his
reflections in the first of four diaries. In 1964 (é4 year§
after his death), the.diarie§ were published with permission of
his son, Felix Klee:

In -October 1901, Klee decided to go to Italy Qith Herman

¢

Haller J1880—1950), a sculptor and friend whom he had met in

"art school. H? was there for about 27 weeks. He visited Milan,

Genoa, Pisa, Roma, Naples (wi%h special interest in the
Aquarium), Pompeai and Florence--studying, working, and
learning .from observation (Barr Jr., 1941; p. 1). In Rome they

—

visitea the ancient sites, galleries, the opera, and took part

»

in drawing classes. "

The Erip tpnItaly confirmed glee's leaning towards class-
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icism and the hﬁmanities. He studied classical scu}pture,‘and
read the &lassics in their original languages (Lynton, 1964, p.
*lO).' From readings based on Renaissance Architecture he stated
‘that he understood “the architectonic element in the plastic
arts--at which point I was groping toward abstract art--today,
I would say the cénstructivist element. Now my immediate and
at the same time highest goai will be to bring architecture and

‘poetic painting into a fusion, or at least to establish a

harmony between them" (Klee, P., 1964, 'p. 125). His concern .

for architecture helped him to understand the numerical element

in -the concept of an: organism, and this facilitated his

‘subsequent s%udy'of nature. ' In his diary (December 1903), he
wrote that "once one has grésped the idea of measurability in
connection with désién, the study of nature will progress with
greater ease and accuracy. The richness of nature, of course,
is so much greater and more rewarding by reason of its infinite
- complexity" (Klee, P.,1964, p. 146).
. According to Burnett, Klee's journey to Italy marked a

decisive turning point in his career. The experience was

exciting, but also disturbing in that it "forced Klee to

question how his artistic ambition measured against.the weight

of the transition of western art" (Burnegt, 1979, p. 13). He

had encountered many forms of art and architecture; during this

-’

learning process, he had to consider(man§ new ideas.

Klee realized that everything he had learnt had to be-
forgotten and that the important things in 1life were “humén—

A}

o
N )
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existence, mastery of. life, and extension of the horizon,
always with an eye to discovering the viewpoint which has the
* most mean;ng. The grass roots of art are not in 'art' alone,

they feed on the art of life. In that field one has to trust
to fate and let oneself grow like nature" (Haftman, 1954, p.
34). After realiéing this, Klee alloweé things to grow of
their own accord. This was.difficult at times, because it meant
that he had to be: patient and allow ideds to germinate
‘naturally within him. a ’

Klee spent the next few years experimenting with different
téChniques 'gpd materials. In\“&une 190? he began to make
”etchingsﬁané once qgé;g turned té the wqué of other artists
for his inspiration. .He studied the prints of Aubrey |
/Beardsley (1872-1893), Francisco Goya. (1746-1828), and
Wwilliam Blake (1757-1827) (Burnett, 1979, p. 14).

Between 1903 and 1905 he made a series of fifteen
etchings \\Although these were substantlal original pieces,
he remained dissatisfied. °

In Ma& and,qune‘of 1905, ,Klee visited Paris. Hé went to
the Louvfe and the Luxembourg to %tudy the paintings, and to
‘£he Partheon to'étuéy pg}nted decorations. “While he also saw
the work of Manef, Monet, Sisley, Renoir, and Pissarro,“Klegi
‘remained most - impressed by the "work of' Corot, Watteau,
Rembrandt, and Goya (Lynton, 1964, p. 12). He enjoyed the
painterly expreséion in ‘gheir work, and this helped him
clarify some of his ideas (Grohmann, 1985, p. 7).

Q.
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In 1905, Klee was in touch with publishers and writers in
Germany's .other maii. art centre, Berlin. Like today's-ariists,
Klee -was faced with the familiar problem that his. work was too
.unconventional to risk showing or publishing, without the
support of an established ‘reputation (Lynton, 1964, ;. 12). Thg

business of making money and establishing a reputation had

become more important gd him.

’
/

. On September 15, 1906, in Bérne;’Paul Klee married Lily
Stumpf, a pianist, whom he had met seven years earlier. They
moved to a small flat in Munich . Life in Munich was very
different from his student days, and, although their apartment
.was ih the artists"' quérter (Schwabing), Klee descéibed his
life as being "éuite monotonous" (Klee, P., 1964, p. 208).

Klee worked ‘at home, prima%ily on the kitchen table, drawing,
painting, and doing most of the househ:lé chores. 1n 1906, hHe
had his first exhibition iﬁ which he showed ten etchings, and
this gave him hope. Lily, who was out of the house most of the
day, supported them both by giving piano lessons.

On November 30, 1907, fheir only child, Felix, was borp.
As soon as Lily was able to work again, Klee assumed full
responsibility fqr‘his care. Klee enjoyed\caring for Felix,
and evidence of their warm relationship can be found in Klee's

own journals as well as the book that Felix wrote about his’

father” (Paul Klee;His Life and Works in Documents, Braziller,

Inc., 1962). Felix writes as part of his own recollections of

his parents’ househohx-thaf,’"sincé my mother was so taken up

1

.
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with her professional work, -my father‘ assumed charge of my
upbringing.He took full responsibllity for this complex task
for not only was he deeply concerned about my welfare but he
found the processes of child development %ascinating" (Klee,
F., 1962, p. 33). Accordlng to Felix Klee, "out of these years
‘of loving care on my father's-part, there grey up an intlmate
understanding between the two of us whlch persisted even when
we no longer lived under the same roof" (Klee, F., l962,p. 33).
Klee continued to 'paint and draw while taking care of
Felix and the household dutiefk. He experimented with
techniques lnvolving drawing and painting on glass. ‘A friend
introduced him to the art of Ensor and Daumier, and the letters
of Van Gogh which helped - widen Klee's experience of art
(Lyntbn, 1964, p. 13). In 1908, Klee saw the works of Bonnard,
Yuillard, and valatten at the Spring Sezession, as well as two
[Van Gogh exhibitions (Klee, P., 1964, p. 224). These
‘experiences rekindled Klee's interest in. nature and he embarked
on an inténse study of oil paint;ng from nature. .
In 1909 Klee saw a large ‘Marees exhibition 'in Munich.
Later that sane year he saw eight paintings by Cezanne at_the
Sezession. 1In his diaries he wrote "There is m}&teacher par
excellence, much more a teacher than van Gogh" (Klee, P.,
1964, p. 257). Cezanne had succeeded in providing a bridge
between nature and his pictnre (the“world_within.and the world

without) and he therefore became a great.source of -inspiration

for Klee (Haftman, 1954, p~ 45).
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In 1910, Klee had his first bne-man travellinéfexhibition

a

which opened in Audust at the Berne Museum and cont inued on to
Basel, Wenterthur 5ndazhrich{ There were fifty-six pictorcs in
the show which encompassed works done between 1907land 1910--
mostly chalk, pencil or pen drawinés“ one etching, one glass
‘painting and a few watercolours ' He received a favourable
review and sold a few works, but the most encoutaging result
of the show'was.a‘letter from Alfred Kubin, who nished go'own a
woi*]}c'by Klee. Iniqanuary. 191#, he visited .Klee in Munich, and
purchased one drawing. .

According to Haftman, the years'1910—lgi§ were fruitful
ones. In 19i1 Klee iliustratedaVolteiEe's'Candide,.whicn was
published in 1920. In the same year, in Munich, Klee came into
contact with the newly formed Blaue ’Reiterﬂ_group, which
supported ’ail serious attempts to create new‘ artistic
1angﬁages. *t did not propose a styie, only/a general faith in
the poWér of painting to, eommunicate, ptincipally through
colour, those stirringSvof the human spirit to_which in the
past~~only rmisic had been free. to do justice (Lynton, 1964,

: p;16).mIn thehgtouph he met Marc,’Macke, Ja@lenéky, GobrieLle
nMunter,.and;Mefinnne Von Wenefkin,‘and reneﬁed‘and deepened his‘
acquaintanoeship witn Kandinsky. Througn his tnvolvement with
lthese painters, Klee begame familiar with the work of artistﬁ
in foreign countries, and was introduced to the developments of

Européan .painting. One of these developments - \\\Eism—¢
provided him with the means of forging a new pictorial~

e Y
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language, one which was no longer tied to éze repreéentation of

objects in nature, but instead to a genuine recreation of- them
. 14

(Jordan, 19@4, pP. 20). His association with these painters also

\gave him the opportunlty to exhibit with the group

In ‘April 1912 Klee once again went to Rarlg. He visited

tho'L@uvre and the Luxembourg Palace, this time seeking out

' ~smodern attists and their work. He visited the German

. st L b
journalist'énd collector Wilhelm Uhde, in whose home“§ﬂee saw.

paintings by Picasso, Braque, and Rousseau. He also visited

an article that he had wrltten pertalning to his own ideas on’

light and colour. Klee translated: the article for Delaunay,
and’ it was_loter publiéhed in "Der Sturm", & Berlin magazine,
in January 1913. (Burnett, 1979, p. 17) T

For many years Klee had been ’studyiog principa}lyt to
become ~a pa;nter, through experlmentlng with paint, through
studying the paintings_of others, and 4through constructive
\thought:abogt the most important characteristics of}painting.

-

His work was profound in all aspecfs, although: aé‘a painter,

. ¢ .
Klee ‘had "as yet produced little. However, by the end of the
year he had Broducéd a series of watercoYours and some good O™

paiotipgs, such as Hommage to Picasso (Plate 7). It was then’

that "KleeY graduation as a painter could 'be acknowledged"
(Lynton, 1964, p. 16). .
In 1914 Klée set oyt for Tunisia with Louis Moilliet,

whom he had'knoﬁn since, childhood, 'and Auguste Macke, with whom
- : ' . - * ‘ G:

L3

o
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he became acquainted, through the Blaue Reiter actiu{ties.
During his trip he did a great deal of work, and he
enthusiastically deséribes his experiences in his diary (Klee,
, - P., 1964, p. 283—324).‘According to Lynton, Klee was "struck by
‘the rhythmic quality of the cubic white houses of the first
Arabian town he saw and by the remarkable clarity of colours;
Above all he sensed a fairy-tale qﬁality in the 1life and
landscape of Tunisia that moved him profounaly" (Lynton, }664,

P. 19) .mepgThe experlence of this trip overwhelmed him, ' dnd. in

- his-diary- he~wrote~these eften—quoted—ddﬂes*AJ%Mﬂew—abanden
work. It penetrates so deeply and so gently into me, 1 feel it
and it gives me confidence in myself w1thout effort. Cotour
possesses me.- I don't have to pursue it. It will possess me

- always, I know itn“ That is the meaning of this happy hour;
’,color and I are one.» I am a painter" (Klee, P., 1964 p. -297).
Towards the end of his journey he did a few paintings and
watefcolours. He feltabrestless, and looked forward to

returning home.

on

In Auqust 1914 the First World war broke out, and the art
circle Klee had known in Munich disintegrated.’ Kandinsky

¢

left Germany, and both Macke and Marc were killed. ’ Qi
in March 1916 Klee was drafted into the German army as an
Infantry Reservist and sent to the Recruit'’ —Depot at Land-shut
, (seventy kilometres northea§t<of Munich). He was'iater made a

, - clerk in the pay office. This post did not please him at first,

but he did get the opportunity to do his own ‘work. In. December
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1918, Klee was discharged from his post in tﬁe pay. office and
" began looking for a teaching position. At this time, his
diaries terminate. _ﬁéwever, he continued to write.

In 1919 the students of the Stuttgart Academy, (ﬂgﬁ by the
éerman painter Oskar Schlemmer (1888—1?43)) petitioned fdi a
teaching position for K%ee; Soﬁe faculty members.opposed the.
plan and ‘the matter was dropped.

- Although this jaeb did not materialize, Klee'g’}eputation

as an artist continued to expand. Several of his pictures

sold, and reviews on his work became more frequent. In 1918,

Klee was .invited to COntrﬁ%ute an. rticle to an anthology of

€

essays. In 1920, his essay entitled Creative Credo was

" published  in a bolume_ along with articles by Max Pechstein

(1881-1955), Max Beckmann (1884-1950), and other artists.

B The Bauhaus and Klee's Pedagogical Writings (192Q—19305

In November 1920, while: Klee was in Russ}a visiting

-

Baiﬁtér Alexejvon Jawlensky (1864—1941i and Marianne Yon
Wérefk;n (1870-1938), he received a.telegraﬁ signed by the
German architect walter Gropius (1883-1969) and six Masters
i;iiting him to join the teaching staff at the Bauhaus. Klee

ipmediately accepted this offer and went to Weimar in January
1921 to begin teaching.- He taught at Weimar for five years,

. R )
and later moved with the' Bauhaus to Dessau, remaining there

from 1925-1930.

-

It was during his years at the Bauhaus that Klee

\
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experienced the need to articulate his own art conéepts. He
was expected to discusg‘his own aiﬁs_and exﬁeriences,land

£hi§ helped him to clarify in his own mIhd his artistic

* procedures and theories, 'which he wished to explain to his
studepts (Grohmanﬁ, 1954, p. 63). Although the program at thc.
Bauhaus was‘very strenuous, and‘xlgeT;_ieéchlng forced him to
put much of his cré%tive energy 1into teaching,‘he(was still
able to continue drawing and painting (Jordan, 1984, §. x%i1).

During his 1lifetime, Klee wrote four major books

£y

(excluding the diaries). Creative Credo, his first, was

written in 3918, while he was still in ghe army. Feeling’

that his Qonk would be misunderstood, Klee noted ihe thoughté
that occurred to him while he waéoworkihg or shortly after-
wards .- ‘The essay givesr a very clear explanatiop of his idea of
art (Grohmann., 1954, p. 162). In this essay "Klge aimed
merely at elucidating the essence of graphic art, but once

started he went far beyond his original intention® (Grohmann,

1954, p. 8l1). It is in the Creative Credo that Klee's ﬁbst
famous statement first "appears: "Art does not reproduce  the

visible, but makes visible." »

oo ; -
In 1923; Klee 'wrote an essay entitled Ways_of Studying

. : sh R

Nature, which concerned Klee and -his art, and what he meant by

the creative act. Wishing to familiarize his studagts with art
h N . \ . »

and nature together, he discussed the relationship between the

artist (man) and nature (world) (Grohmann, 1954, p. 369).

__In 1924, Klee wrote the pedagogical Sketchbook. This book

.°(‘

-»
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became an integral part of‘gis teaching at the Bauhaus, 'and was
intended for his stgdeqts; It cgptéins directions for the
understanding of pictorial med}a and the practical exercises in

their use (Grohmann, 1954, p. 184). It is mainly concerned

"with analysis of elementary forms and movements, and

‘instructions for practical exercises in the constructive use of

the basic elements of design" (Read, 1975, p. 182).

t

On_Modern Art, which was published posthumously, was a

result of a lecture Klee delivered in 1924 to theﬁArts Club.at

Jena,iwhere some of ‘his pictures were on‘exhibition. It is in
this book that he_makes "the p;ofoundest statement about the~
nature of the artistic process, and in particular. explains the
transformations (or deformations) which the wvisual image
undergoes befoée it becomes a significant symbol" (Read, 1975,
p. 182). It constitutes a very detailea explanation of the
secrets of hislwork, the formal issues, and the creative actmt

(Grohmann, 1954, p.184)..

The Later Years (1928-1940)

At the end of 1928; Klee decided to visit Egypt, and, in
relation to his work, this trip became the greafest single
source of inspiration in his laten ;éars. It provedlto be as
influential for the work of his last years as the experience of
Tunisia had begp for his middle yearé (Grohmann, 1954, p. 77).

The year 1929 was a productive year for Klee in_terms of

his work and its exposure. To celebrate his fiftieth birth-
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- day, Klee was awarded an exhibition at the Museum of Modern Art
(New York 19303. Klee also exhibited in Dresden in 1929, and
Dusseldorf in}1931. Alfred Flechtheim became Klee's dealer, and
.it was largely thanks to his efforts that Klee's reputation
gre& (Grohmann, i954, p. 78). Flechtheim encou;ageé museum
directors and private collectors in Belgium, Holland, and other

countries to buy Klee's work. In America he worked with J. &?

Neumann and Galka Séheyer, and together tﬁéf tried’ to promote
: ' )

R
[N

Kleews work.

In 1931 Hannes Meyer, a Swiss architect, became Gropius'
successor at the Bauhaus. Because his sociolopgical approach to
art was different from Klee's" it had a disruptive effect on
Klée"s painting and teaching. In April 1931, Kleé resigned from
tHe Bauhaus. ' .

In 1930 the “sales of Klee's pictures were good(enough téi
éontinue_living well without a teaching job. However-Hé stiil
felt the need for discussion ;nd dialogue with stﬁéen;s,‘so hg
toqk . a part-time professorship at ,the State. Acgaemy ih
Dusseldorf. The two years that Klee spgnt in Dusseldorf were
‘.ehjoyable. His studio wa;% very large and he"prodﬁced. ﬁany
works. However, it was not until 1933, when he résigned, that
he realized how wonderful it was to en%oy complete freedom.

From 1931-1933 Klee spent his summers and holidays
travelling as much as possib;g. Dufing this period, he visited
Sicily, Switze;land, and the South of Frapée.

Unfortunately, Klee had become 1ill during-the last four to

. %
t .



N

56

) <

five years of his life, suffering from scleroderoﬁa. Rather
~ than showing any decline in the quantity or value of his

artistic produétion, however,. these years show a. remarkable

groﬁth. The paintings produced are often larger, and suggest,a‘

’

new dramatic energy. ’
On June 29, 1940, Kiee ‘'died in a <clinic in Muralto-
Locarno. He ‘left behind a vast number of drawings and

- paintings, and numerous articles, gessays, and notebooks. Many

exhibitions of his work have been held since his death. Always
deeply respected by critics and young painters-. his work has

remained a source of wisdom for many (Grohmann, 1985, p; 7). -

®
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APPENDIX 2: THE BAUHAUS

The History of the Bauhaus . A4

) .
"' The Bauhaus was a major development which had a strong

impact on 20th Century art and art teachingﬂ Founded in 1919 in
Weimar, Germany by Walter Gropius, 1t was considered to be a

radically new type of art school. It broughf an end to the

traditions in both the teaching of art and the making of a1t
that dated from the Renaissance (Eflaﬁd, 1979, p. 30).
Beginning with architecturé, Gropius was able ko extend
his interests into the Qhole field of the arts. Working on a
new project for Art Eaucationf he wished tao bﬁidge'the-ng
between the fipe arts and crafts. Hé ther‘efore combined Lhe
Séxon-Ducal Schoolﬂof Arts and Craft§‘with the Aft’Acdd y of
] Weimaf, to form the Bauhaus (Wingler, - 1969: pP. ﬂg%p‘ In
achieviﬁg this union, he took a most hnportaqt‘ step: covery
student at the Bauhaus would now be trained in each subject bhy
two‘ feachers, an artist and a master éraftsméﬁ. Gropius
believed that this partnérship in instruction was necegsa;y,
and, by wunifying the arts and crafts, he developed a now

creative construct.

In order to attract the right type of .students and

13

artists, Gropius published his first pfoclamation of the

school in all the newspapers. The proclamation stated the

following:



58

P .
The complete %uilding is the final aim of the visual arts.
Their noblest function was once the decoraticen of
buildings. Today they exist in isolation, from which they
can be rescued only through the conscious, cooperative
effort of all craftsmen. Architects, painters, and
sculptors must recognize anew the composite character of a
building as . an entity. Only then will their work be
imbued with the architectonic spirit which it has last as’

salon art. Architects, sculptors, painters, we must all
turn to the crafts. Art is not a "profession". There is
no essential difference between the artist and the
craftsman. The artist is an exalted craftsman. 1In-rare

moments of inspiration, moments beyond the control of his
will, the grace of heaven may cause his work to blossom
into art. But proficiency in his craft is essential to

every artist, Therein 1lies  the source —of —creative —
imagination. © Let us create a new gqui¥d of craftsmen,
without the class distinctions which raise an -arrogant
barrier between craftsman and artist. Together. let us
conceive and create the new building of the future, which

* can embrace architecture and sculpture and painting in one
unity and which will rise one day towards heaven from the
hands of a million workers like the crystal symbol of a
new faith (Hirschfeld-Mack, 1963, p. 4).

Accordingyto Hirschfeld-Mack, Gropius sfated that "The aim
of the Bauhaus was to show how a number of individuals, who are
willing to éooperate without givingl1Jp their identity, can
develop a congeniality of expression inetheir attitudes to the
demands of the day" (Hirschfeld-Mack, 1963, p.l).

With thié new attitude towards art, the Bauhaus attracted
students from all ovef Europe. They were between the ages of
seventeeq and forty, and most were in their early twenties. '
Two third§ of the students were men, fifty percent of whom had

"served in the army during the war. A great majority of the
students were poor, and had to earn their living at the Bauhaus

by producing articles in the workshops. Although there was a

. J
very "mixed crowd" at the Bauhaus in the early days, the
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students were all enthu;iastically unitgd in one'aim: to seek a
new way of life. Many academicians’® were _shocked by this
completely new teacﬁing method, which aimed at awakening and
releaéing' the students' dormant’ creative powers by an
unconventional approach in"the means of self—expression: To
achieve this goal, Gropius brought together a number - of
distinguished artists and teachers who were attracted by the

new school. Johannes Itten, Paul klee, Wassily Kandinsky,

Lyonel Feininger and Oskar Schlemmer, the original staff
members, were later joined by Moholy—Nagy, queph Albers, and'
Marcel Breuer. Lo ’

‘ The curriculum of the Bauhaus waS‘ﬂiv}ded into three
phases. The preliminary course consisted of six méﬁtﬁs‘of
elementary -instruction in problems of form, combined with
practical experiments wusing different materials in the
beginners' wo}kshbp. Upon completion of this first phase, the
student qould advance to the second phase which consisted of a
three-year course in the workshops which was an introduction
into a craft. Upon successful completion of this)phase, the
student feceived the Journeyman's Diploma‘cﬁf the Chamber of
Crafts. The £hird and final phase was devoted to instruction
in architecture which cogsistéd of practical partic}pation in
the construction of a tﬁilding an@ independentkarchitectural

training in the Bauhaus Research Depértment (HirschfeidFMack,

1963‘, p.' 7) .

In 1925, the Weimar Bauhaus (1919 - 1924) moved to Dgssau.
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The Mayor of Dessau at the time, /D;. Fritz Hesse, loyally
suppor?ed the principles of the Bauhaus, and it was due to him
that it was able to develop relati&ely undisturbed for a number
of years. Almost all the formgr mastérs, Feininger, Gropius,
Kandinsky, Klee, Moholy-Nagy, Muche,. and Schl;mmer remained
with the Bauhaus. give former students, Josef Albers, Herbert

Bayer, Marcel Breder,Hinnerk Scheper, and Joost Schmidt were

appointed masters, 'and nearly all the Weimar students moved to-

\

Dessau as well.
The Mayor approved of b&ilding a new épaée for the Dessau
Bauhaus, which consisted of seven houses with studios .for the
former Weimar masters and for a new buildinq to house hoth the
Bauhaus and the Municipal Arts and’ Crafts Sﬁhool. Gropius
designed the bqildihgs, and, until they were gbmpLeted, work
was carried on in provisional qqarters. o .-
Y .At this time, the curriculum also uhderwent changes.
A new generation of'teacpers had been trained who were both
creative artists and craftsmen, so that the dual system of
instruction was abandoned. The principles of the Bauhaus '\ .
were again clérified; its purpose ‘was to train men and women \Q
with creative ~talent for all kinds of work, particularly
building. It encouraged the execution of practical
experimental work,-esﬁecially building and interior decoration,
as well as the development of models for industrial and manual
production. Q%f Bauhaus‘:;ﬁgpfation was established to handle

the sale of works created Dy the students in the workshops.

“ £
N
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Many new ideas began to flow from this period. The spirit

of functional design was carried from aéplied arts (stecel

furniture, modern textiles, . dishe§, lamps, etc.) into "{ine

L

Early in 1928 Gropius decided to leave the Bauhaus. . lie

arts"\(Bayer, Gropius, Gropius, 1959, p. 13).

felt that the Bauhaus ideas were firmly impladted, and that it

was time for him to move on, and give the direction of tﬁe4

Y ) A ’ N
" .- Bauhaus to _someone.else. .. He recommended- Hannes Meyer,a Swiss

architect. The selection of Meyef was aggeed to by thc’
Municipal Council at Dessau, aﬁd so he became the director of
the Bauhaus in 1928. He remained theré until June 1930. When
Meyer'resigned, Gfopius suggested that the Berlin archttectf
Lﬁdwig Mies Van der Rohe, fill the position. He did so, and
_sefved as director in the Beriin Bauhaus until April 1933.

-

The Influences and Achievements of the Bauhaus

The importance of the_ Baubaus in, tQé history of A;t
. Education should not be underestimated. The Bauhaus was th&
first institution to face the problem of good design for mass
produced articles. It broke)down the barriers separating the
fine from the applied arts with its emphasis .6n the union of
art and craft. At the same time, it bridged the gdp between art
and industry. To achieve this goal, it turned away from the
etab}ished academic methods of teaching art, and created an
elementary course with new metﬁods in art teaching (since

adopted in most progressivefart schools). The achievements of

\:
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the’Bauﬁaus have influenced educational‘ institutions anddhe

making of" art throughout the world  (Hirschfeld-Mack, 1963, p.

'8). It has been said that the Bauhuas has been the basic

influence on studio art for the last fifty yéars (Phelan, 1981,.

p. 7).

The Bauhaus introduced the notion that there could be a

%

number of “correct"-solutions to a problem as long as the

creator adequately 1illustrated a solutjion. In December 1921
Klee wrote to Gropius stating that "on the whole there is no
such thing as a right or a wrong; the work lives and develops

tkﬁé:%h the interplay of opposing forces, just as in nature

bad work together, productively in the 1long run"
(Grohmann, 1954, p. 64).. ' \ ,

This philosophy was in keeping with the desire of the
Bauhaus to dgvelop the personal individuality of each stud‘ent.

—

Although it placed a high’ value on the idea of craftsmanship,
it also. shifted the focus in aestheti: develof;ment and art
teaching to the solving of aesthetic problems. There w%}also a
shift of focus from the final product to the process, which¥
included the critical aspect as part of the proceés of art
making.- Klee's in'terest‘ in the proceSs~;3f his own art-making
was influential in.the development of his students' work.

‘ Because there was no longer one correct solution, the
student 1.:hen had to be responsible for justify'}ing his or her

solution, thus placing more emphasis on the rational and

logical development of the concept or intellectual idea. The
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student had to explain his work based on reéspns or expl;na—

tions of the arrangements of elements, or the basis for doing
<

s0. Thg reason for arranging shapes or forms was pexceptual,
and this movement from idealized forms to those which werce

individually perceived was the béginning,of the modern movement

in art (Phelan, 1981, p. 8). - ) @

As a result of chqhges”in the artistic mode of expression

[ 3

and the need of the students to be .ta?ght in a ‘differént
manner, the préliminary course structure of the Bauhaus becanme
the appfoach for the inikial introductién to fine arts at many
ischoqls‘ and .universitiés. The pedagogical -approach at the
Bauhaus Eecamé'a model for mést stydio artféducétion in fhcg
western world Fincekarld War II. It stresséed the exploration
of - art materials" and exercises 1in deéigq which has become
familiar in ﬁn&ve?sity programs “ such as;.IndustrA;]. Design,
Interior Enviropmental Desiéﬁj and even Architééture..
"As a result of the impact ofqth:!original Bauhaus, two pew

schools were estabiish@d alqhg simidaér lines: the Institute of

Design in Chicago,_]under the the direction.of Mohbly-Nagy)‘in

1937,,and‘the'Hochschule fur Gestaltung in Q;m, Germany (1940) .
Influence of_the Bauhaus teaching methods could aiéo be found
'éf Black Moﬁqtain College in North Carolina kby Josef Albers
and Alexander Schawinsky): at Harvard Univﬁisi%y,' éambrddge,
Massachusetts fin‘the Department of Architecture with Walter

Gropius and Marcel Breuer); at the Armour Institute; in Chicago

(in the Department of Archftecture:with'Ludwig Mies van der .

12 e

—
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' edu'caﬂtional_ institutions (Phelan, 1981, i)

. However,

» 64

Rohe, Hilbersheimei, .and Peﬁerhaus); at the Laboratory School

L

of‘lIndustrial Design in New Yofk; and the School of 5esij,a? in

Soythern."California.

| One o'f the major reasons for the new methodology was
that.it seemed to be t.he most appropriat‘e way to teach art. 1In
Jejecting ‘tradional art forms, which had /become very rigid by}
modern’ art also found - the

the mid to late 19th century,

previous teaching methodology inappropriate. Modern art had

broken free from the constraints of many centuries of‘
convergence. The new methodology grew out of the needs of art’

more modern artl rejected the cqgnventions of
. %

.

itseif. The

previous art, ‘the more necessar'y the/alte‘rnative became. The

: - ¢
Bauhaus formalized new approaches Jto teaching, and these became

-

the principle mades of . {eaching .studie art in modern

«y’ .
10-13) . ’

7

By the mid 1940's expetimentation with materials had

v‘irtually become a doctrine and teachers no longer questloned
and- g

"hands-on"

the' value of
. »

approach ~ in the teaching of art.

according to Chapman, 'by the beginning of 1950 it
became apparent to some art educators that teachers did not
fully understand the, meaning of experlmentatlon wyth materlals
Chapman further states that/ﬁhls so called mqui’ry into “the

”
nature of materials Jhad come to mean improvisation with medfa.

’ Although "students enjox,ed the oppor’tunities'to“explote art

materials, t‘eachers. were unable to differentiat@ between
superficial manipulation of rmatetials and dgenuine
. . ‘

K e

\ 1




experimentation or creative effort (Chapman, 1978, p. 14-15)I.

Wwhen the ‘Bauhaus- philosophﬁgris put into practice
seriously, it 1is found thet students' 'experiments and
'discoveries can lead to greater control in achieving expressive
intent. According to Naylor, if students are conscious of the
decisions they make in their work, .and can transfer ‘their .”
discoveries to new situations, rhen, -and only then, has the
philosophy of the Bauhaus been practiced correctly (Naylor,
*1968, p. 125). ' : ' N

,Not only did the Bauhaus influence the pedagogical
principles of many institutlons; but it‘also influenced the art“
‘world through its exhibitions in Europe and America. The
Bauhaue painters, esnecially Klee, Kaddinskx, and Feininger,
participated in many exhibitioée during the 1920's. Mi""
Katherine Dreur was‘ one of the people responsible for
organ121ng them through the Société Anonyme of New York. Mrs.
Galka Scheyer also arranged ro have’ exhlb%tions of the Blue
Four" in New York and on th West Coast. Schlemmer and others of
the Bauhaus theater exhibi od \atj the. International_ Theatre
.Exposition in New Xork,~1926. The Bauhaus was represented in
the Machine Age,ﬁxhibition, New York 1927, and in an erhibition
of modern prinlera\and tyﬁography at Wellesley College in 1928 o
\Small exhibitlons entlrely deVOth to the Bauhaus were given by
the Harvard Society for Contempgrary Art (December 1930~ January
1931) undér the direction. of Lincoln Kirsteﬂn at Fhe John

- Becher Gallery, New York (January-February 1931), as well as at
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the Arts Club of Chicago (March 1931). (Bayer, Gropius, Gropius,

/

1959, p. 205). \

The Bauhaps' influence can thus be seen to extend into
both modern 3Ft education and »thé product;on of .art. The
principles of the Bauhaus'were adopted by many schoolé, and the
masters who taught at the Bauhaus (Gropius,' Albers, 'Klee,
Kandinsky, Schlemmer, Bayer, and Feininger) were major

contributors to-‘a new and influential art movement.
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Plate 1
Klee, Paul, "The Artist's Eye", from Ways of sgudying”ﬂggggg;

,ink on paper, 1923, no size or location given
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’ Plate 2 -

Klee, Paul, “"Snails", 1883, Pencil, no size given

(Collection, Felix Klee, Bern) I




. Plate 3.
Klee, Paul,l"Mage visible", 1926, pen drawing, 11 x 30 cm

(Felix Klee, Bern)
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. R Plate 4
Klee, Paul, "Fishes", 1921, Watercolour, no size given'

(Private Collection, Hamburg)




Plate 5
Klee, Paul, "Twittering Machine", 1922, 16 x 11 3/4",
coloured‘sheet, watercolour and oil drawing

(The Museum offhodern Art, New York) *
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S Plate 6

3
+

Klee, Paul, »plant-like Strangeh, 1929, Brush drawing in

- Qéfér hased paint over watercolour, partially sﬁrayed,
! © .

on paper, mounted on cardboard,.33,1 x 25,6”cm

(Paul Klee-Stiftung, Kunstmuseum, Bern)
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Plate 7.
Klee, Paul, "Hommage a Picasso", 1914, oil on board,

.13-3/4 x 11 1/2" (Present location unknown) . -
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