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KANDINSKY AND SCIENCE:
THE INTRODUCTION OF BIOLOGICAL
IMAGES IN THE PARIS PERIOD

Vivian Endicotr Barnert

[ am graretul o Chrisuan Derouet tur
generously permuetng me to scndy Kan-
Jdinshy's drawings, papers and books ar
the Susee Natonad J'Aqr Moderne, Cen-
e Georzes Pompidou, in Parts, and w
Jessiva Boissel tor assisting with my re-
search there. | have rehed upon severs
people tor their saennbe koowledge and
| would Hie ro thank them tor cheir es-
sentral heip: D Michael Bedford, Harold
and Perav Vris Protessor of Reproducnive
Rralowy, Cornedh Unieersiey Aledieal Col-
lege; Dr. Arthur Karlin, Protessor of Buo-
chenistry and Neurology, Callege of
Physictans and Suravens af Columbra Ume
rersuys e Niles Eldredie, Charntan of
Deparemenc of Inversebrates, Amencan
Museum ot Narurai History; Dro Perer L
Ruaroere, Assoctae Protessor of Phiiocophy,
Joho Jav Culleze, The City Universuy of
Now York: aod Eeie Woihi, The Vnnex of
Ihe New Yurk Public Lilseary and rhe 8-
hocheque Cenrrale ot the Museum Na-
ronal dHistoire Nacurelle i Pariy have
provided vwennal conrces o nformanoen.

“Notes sur Kau-
Art, g anbee,
cargop sy huthar's rrans-

1 Chrstan Zervos,
dinshy,” Cuirers
[RLE Y
Litsens,

ALy vear canien, my 1gce-ss, han-
dinske had lved osares outade Pans
with Crbriele Mie:.

Afrer Kandinsky seteled in Paris and began to pame again in 1934, his work
mamifested sevli

tc and iconographic changes. The arnst was then sixry-
seven vears old: he stayed m France for almost eleven vears, unnl his death
there in 1944, During chis lase decade Kandinsky complered one bundred and
forty-four oil pamungs and mote than twe hundred and Afty watercolors
and gouaches in addition to producing several hundred drawings. This sub-
standal body of late work possesses a unity thae sers i apare from whar he
had done berween 18972 and 1933, altbough it can be related o his earlier
work. The guestion of what is new and what 1s already fanuliar in Kan-

dinsky's Paris pierures is complex and difficult to analyze. However, this is
anc of the essenrial questions posed by his late work. The visual evidence
of Kandinsky's painangs and works on paper undeniably reveals thar new
motify are inroduced into his art in 1934, Moreover, it 1s generally agreed
that during the Paris period Kandinsky’s ¢olors changed: he selected new
hues, favored pastels racher than primaries and achieved original and intri-
cate color harmonies. In the summer of 1934, at the e of Kandinsky's first
exhibinon at the Galerie des “Cahiers d’Art™ in Parnis, Chrnsnan Zervos
wrote: “The intluence of nature on his work has never been so perecptible as
in the canvases painted in Paris, The atmosphere, light, airiness and sky of
the lle-de-France complerely transforms the expressiveness of his work.™
Other significant changes rook place when Kandinsky resumed work in
Paris early m 1934, He rerurned to painnng large canvases, he began o add

bR

d to discreee areas of his pantings and he incorporaced hiomorplie—even
biological—farms into his art. However, these fearures had been centacively
had onee

been prevalent in Kandinsky's work. Thus, € becomes exceedingly difficulr

introduced betore or— the case of the large size of s pierures—

o ditfferentiace betw een innos ation and the culminanon of carlier rendenctes.
Cerrun brographical facts abour the artist clarify and qualify the changes
that arrended Kandinsky's relocarion o Paris. This was the second time he

was forced 1o lenve Germany because of politcal esenes. Moreover, Kan-
dinsky and hins wife, Nina, had lett their nacse Russia in December 1921 and
duning the intervenng years had Ived in Wemmar, Dessau and Berlin Al-
though he did nor move to Franee untl the very end of 1933, the transinon
tront the Bavhaws in Geomany to Paris roak place gradually from 1928 to
1934.2 Hu ook annual trips there during chis nme, and s work was exhib-
ied ag the Galerie Zak i January 1929, at the Galerte de France in March
19ic,inthe Cercle of Carre group show ar the Galerie 23 in the spring of 1930
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fig. 1
¥asily Kandinsky
Start, 1914

Private Collecuion, Basel

3. Informacton from eorresponidence
wich Will Grohmann—espeoaily
Kandinsky's Jeteers daed Qqr. 4, st
and Dec, 20, 193 3-and Kandmsiv's
letrer to Josef Albers dated Jan. o,
1934. The letters to Grohnunn vied
in the et belong ro the Archi Wil)
Grohnann, Staarsgalerie Stunigace, and
those 1o Albers belong o the Josut
Mbers Papers preserved inthe Manu-
seriptand Archive Department of the
Seeriing Memarial Library, Yale
Umversiry, New Flaven,

- Indormation from Kandinsky's jeers
1o Galka Schever dated Dec, 2z, 1933,
and [an. s, 1934, 20d his letter 1o 271
Crudsnann Jared jan, -, 19 1. The
lerters to Sehever cired in the eyt
are preserved o the Blue Four Gajka
Sehever Collecton of the Norton
Smon Museum of Art, Paszdena.

- boresample, Lines of Sarks | Zerehen
reshen, of Jily 1a11 Collecton
Kunsentasenm Basel, HL w stercolue,
442
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Vauly Kandinsky
Tieo Surrenadings

Amsterdam

and at the Surrealist exhibition of the Associirion Artistigue Les Surinde-
pendants in lare Ocrober and November of r9:3. Following the closing of
the Bauhaus in Berlin in July 1953, Vaaly and Nina Kandinsky vacationed
2t Les Sablettes near Toulon m France :n lage August and Seprember and
spent most of Qeeober in Paris. At the end of the monch they returned o
Berhn and remained there uneil December 16, 1933.% After spending five days
in Swirzetland they arrived in Paris on December xt, 19313, and were installed
ina new aparrment in Neuilly-suc-Seine by the beginning of 1934.7 Not sur-
prisingly there 15 a huatus in Kandinsky's work between duguse 1933, when
he painred Development in Brown in Berlin, and February 1934, when he
resumed work In Paris and cided his fiese picture Start fg. 1),

When Kandinsky began o pain again in 1934, he introduced certain
speafic and original moufs inco hus work. By anaiyzing the images in his
pictures, it is possible to determine when new motifs entered his pictorial
vocabulary and which forms persist from previons periods. For example,
Gracefud Ascemt of March 1934 {cat no. 21) retains the geomnetric and curvi-
linear imagery as well a5 the sericr hierarchical grid-like strueture of hjs
Bash.us work. However, the pastel hues and delicace nuances of value signal
the lightness and sweetness of color he creared during the Paris period. Like-
Wise, imagery from earlier periods appears in Two Surrowndings of Novem-
her rasg “fig 23 which displays the wlhiplash loe and the suggesuon of
rowers in 1 hoat first seen in Kandinsky's painting before World War [, when
he lived i MMunich. ay well as the overlapping circles and rows of calligraphic
marks familiar from his work done when he was at the Bauhaus in Dessau.
Heowever, the addition of fine-grained sand 1o specific zones of the canvas
that oceurs here s wnque o Kandinsky™s work of 1934-35, although in pre-
vious years he had occasionally experiinented with sprinkling sand on his

painungs. Similarly, the distnetive black and white curved form ar the right
enters Kandinsky s

pictorial vacabuliry i 13y,
The new monfs the arcist introduced i 1954 mnst be singled one and

wdennfied. These forms derne from the world of bology-espectally zoology {
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Shapes of an amocba from Henrv AL
Barrows, General Binlogy, 1935, p. 9¥,
atcer Verworn
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Yasilv Kandinshy

Eutclr por Hisnseff, 1934
Private Collecnion

a. Kandrasky hept a [Lansketcloe or
Handlistin which he recorded his
paintines and speaifed cherr surdes,
evact waces, media, Jimen<ans and
exlihuron mstones, Each entrv was
numbered and weompanied By 2
smvall sketeh. Tn adédmon, after 1922,
Kandusky maunrumed a separate

Flandtst tor watercalaes and sovaches.

i

the nnrev of Kandinshe's pierortal
mesdes v hee ook Kandarsiv ar the

P
SN
i

- The wichar emphuasizes contnuies and

ard emibryology—and from the work of other arosts with which Kandinsky
oW rluml'i_‘.r‘ )In 1oty there is 1 remarkable madence in s pamting of
i tmages of amoebas, embryos. lanvae and marine mvertebraces, ._15 well as
L leat forms and puncruation marks. By focusing on the period irom 19 34
through 93~ the new imagery of Kandipsky's tare work will be dn:t_-Ige_.‘J
md intesprered. Once established, hus new iconegraphy s continued and
borared upc-m throughone his Pans work, Nor only pauneings bur also
warercotors and drawings will be analvzed in basweally chronological arder.-
This essay wiil mphasize innovanon rather than the sense of continuity thae

permearcs Kandinsky's art.” Works that incorporate new muagery will be
discussed and, whenever pessible, the new monfs will be related to specific

SOULCES,

Although the title Srirt, which Kandinsky gave the first pnintingl he did in
Pars, would appear to be an English word, "start™ was an international rerm
commonly used in sporrs.® “Seart” vividly conveys the fast beginning 550+
ciated with a race or takcoff. With reference ro Kandinsky's resumprion of
painting afrer a lengehy hiarus, it seenrs somewhar ironic bur clearly expresses
an optimustic beginning. Exceured in rempera over plaster on 1 SI:[u.lll bmltrd,
this picture presenes dark blue, green and purple elements against JAllgh(
blue background. The artist conrrases areular, square and rectangular forms
with fnur‘disnncdy amachoid shapes whose amorphousness s immediarely
remarkable and innosative. In fact, Kandinsky introduced images of amoebas
"fig. 11— sumple unicellular form of hfe—into his pa.mlrings 11954 ;t Is
especially significant that this most clemental stage of life is depicred noa
work of are ticled Sers, The concurrence of image and meaning cannar be
acadental.

He elaborates upon the sunple amocboid form m che canvas Each for
Himseff of Apnl 1934 (g, 45 car no. 220, The ceneral white Hgure and, w0 an

even grearer degree, the warercolor study for i fcar no. 23, resemble an




fig. s

Viclor Brauner

Petite morphologie. 1934
Menil Foundation

Hig. ~

Progressive stages in the development of
vertebrate eminy oy from Barrows, 1934,
P 4o, afrer Darwin
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fig. 6

Vasily Kandinsky

Drawing for Eich for Himself. 1914
Formerly Gulerie Karl Flinker, Paris

fig. 8
Vasily Kandinsky
Bluack Forms an Winte, 1914

Collection Assaciaton-Fondation
Chostian er Yvonne Zervos. Véeelay

fig. 9
Hans Jrp
Drawing from “L'Awr vst une Racine™ m

Le Surraalisme au Servree de ba Revolutron,

1933, P 33
Collection The Meseum of Modern Art
Library, New York
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amoeba moverall shape ncduding prewdopads - and mincernal derails such
as vacuoles, Likewise, the igure in the upper right corner possesses deadedly
cellular characzernnes and vaguehy cmbryonwe quaiies fg. - Each figure
is enclosed 1n 2 womb-hke shape: in particular, the one at the lower righe
comer looks lke a uterus. Although two of the mine images are amoehaid, |
others bear stnkmyg simianoes to drawings by Pablo Picasso and Julio
Gonzalez. For example, the scalpraral form i rhe middle of the wp row
resembles Gonzalez's cownal drawings and sculprures, Worran Combing Her
Hasr, Woman with @ Mirror and Maternir

" The figure with female aren-
butes on the right in the middle row brings to mind Picasso’s drawings from
Unie Anatonie, which were pubiished in Mevoraare in February 193350

Not only are the figures n Each for Homself mnovative buc also the
formar of the picture is complerely new in Kandinsky's wock, By organizing
three regisrers of rhree figures eact

-

compartmentalized zones, Kandinsky

presents che mathematical formar thar recurs in Thirev of 193=, Fifteen of
1939 fear nos. 68, -, and 3 x 5 = 20 of 1943 \HL ~25). The simplicity

and rigld geomerey of the pictorial organization suggeses Pier Mondrian's

canvases.'! However, the closest parallel can be found in 2 coeval paincing hy
Vicror Brauner, Petite morphologie fig. 31, where nine figures are arranged
in three rows, Morcover, the Surrcalist overrones of several of Kandinsky's
motifs mdicate Brauner as a possible source of nsprradon. Brauner had lived
in Paris since 1930; his work was shown rogether with that of Kandinsky in
the aurumn of 1933 in the Surrealist exhibivon organized by the Associarron
Artistigire Les Surindépendants

Before he painted Each for Himself, Kandinsky execured an ink drawing
(g, 6} in which the nine figures are depicted in a different sequence. In the

final version two shapes have been reversed and each of the nine fgnres has
been suspended within its womb-like space. In the painting horizontal and
vertical bars separate the zones, and arrows, curving worm-like forms and
small geometric detads have bevn added to articulare the mine compartments.
Kandinsky's painting Figure i Red of December 1930 (HL 5357 foreshadows
the Surrealist hgures in Each for Himsclf. However. both the formar and the
elaboranion of these forms
Iy paincing.

In Black Forms on Wiie a8 cac no. g5, which was also panted

in Kaclr for Hivself appear for the Brst time in che

Apnl, the black amoebawd shapes shown on a white gronnd in the center sug-
gest 2 macrophage. In addivon, virous torms of pamitive hfe are indicared

by the white shapes on black ground n the peripheral vones. Contemporary

ilfustranions of both amochoid and embryonic forms *hgs. 3, =) prove the
relevance of biological knowledge o Kandinsky™s painting. Bluck Forms on
Wute also coneains furms suggestinve of elements 1n blood: two white gircles
with centers ar the lefr edge can be dennticd as red cells, the two small
amoeboid shapes at the top can be assoviated wich whice cells, and the small
curved clements ar che upper lettand lower right corvers look like plarelers.

The ditficuley and the compleaity of problems encountered m nterpreting
Kandinsky's picrures hecome apparent when Black Forms on Winte is com-
pared with a drawing by Hans Arp (Hg. 9) thar was published in Le Sier-
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Vasly Kandinsky
Beaeeen Ttro. 1934
risoate Collection

14 L' Air est une Racine.” Le Surrelisme
Jtt Service de lu Revolution, no. 6,
Mav 1y, 1933, P35
“Cemenaire Je Kandinsks” XAXe
Siecle, no. o7, Dec. 1964, p. 31,
calor repr,

6. Ohseryations made w conversition
with the duthor by D Archur Kacls,
Mav 4o ety and By D Michael
Bedford, fuly 2, 1994.
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encvelopedia Die Kedrur der Gegentwart, o which Kandinsky ceferred in

flg. t1

Human embryo from Abstammungsieire:
Swsremarik, Palsoniologie und Brogea-
gniphie, 1914, p. 61

fig. 1z

. Human embrvo from Zeifer-und
Gerwebelehre: Marphologre nnd Entwick-
fungsgescinehte. 11 Zoologischer Ted,
1913, p. 3R8

réalisme au Service de la Revolution in 19331 The curving forms, the large
figure with eyves at the righe and the overall conhguration are amazingly
similar in Arp’s drawing and this paindng of 1934, Did Kandinsky and Arp
share common inerests in spectfic biological forms and in narural growth?
How was Kandinsky influenced by Sarrealism? To whar extent did he seck
inspiration from science in general and zoclogy and embryvology in par-
ticular?

In May 1934 Kandinsky conmiplered the large painting Between Tiwo
{hg. to). Here two curving forms face cach other; they are defined as sand-
covered areas on the canvas and are ser off from the red background.'* The
figure on the left bears an overwhelming resemblance to an embryo. The
large eye and lateral articulation as well as the definition of specific areas
leave no doubr as to the identicy of the inage and cerrainly demand expla-
nation, Moreover, the curved form on the right also seems embryonic, its
curved internal rod resembles a norochord and the adjacent biack area can
be interpreted as a yolk sac.'®

In che atnise's library, which s preserved in the Kandinsky Archive ae the
tional d"Arr Moderpe, Centre Georges Fampidou Tn Paris, is the

his illuserations from the mid-rgz20s for the book Pomt 2wl Lite to Plane
(Purkt wnd Livtie zue Fliche). The many volumes of this encyclopedia were
published in Leipzig and Berlin during the teens. Diagrams of “wiman em-
bryos from two of the volumes in this series provide specific images known to
the artisc igs. 11, 12). In additon, the areles on the red background that sur-
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fig. 13
Blood ¢clls from Zoologscher Teil, 1313,
P-4

Hg. 14

Vasily Kandinsky

Blive World. 1534

Collection Solomon B, Guggenlwn
Musenm, New York

fg. 16
Salantander embrevo lrom Zoofagescder
Ted, 1915, p. 140

round rhe embryonic form n Between Two resemble rhe blood cells iflus-
rrated 1n the encvelopedia volume that covers zoology on the page vpposite
Even his
title, Emtre dews, aliudes to the fact thar a new life begins from the unmion
berween two people,

The next painnng listed afrer Between Trwo in Kandinsky's Handlist of
ol paindings 15 Bive World "hg. 14 car no. 251 which also dares from May

adiagram Kandinsky copied tor Pome nd Line to Plane ez, 13;

1934, Althongh the inagery of Biue Workd s more fanciful and imaginacive
than thar of the preceding work, various embryological and larval forms can
be identified. The most abvious embryo is situated to the right of cenrer on an
ochre sand-covered recrangle. In addidon, the figure ar the npper lefo re-
sentbles a fish embryo fg. r35) and the curved large-bellied shape on the
satmon-colored rectangular zone 1t the lower right suggests a salamander
embryo (fig. 161. Adjacent to the larrer in Kandinsky's patnting are mulei-
colored, seginented creatures thar seem ro be insects.’ Moreover, the large
blue worm-form in the middle of Blue World looks like a nemarode ‘fig. 17).

fig. 1%
Fish embryo from Zoologesaher Tl
19c3, . 358

fig. 1~
Nematode trom Zoofogscher Fed,
1913, . 23t
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Vasily Kandinsky

Dorunzne Violet, 1934

Collection Mark Goodson, New York
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The volume of Kandinsky’s encyclopedia devored to zoology contains all of
the scienrific diagrams cited in the discussion of Blie World as well as related
illustrations of insect embryos.*¥ All subsequent figures of sciendfic mazenal
reproduced from Die Kultir der Gegemvurt appeared i volumes of the
encyclepedia char belonged to the artist.

All of Kandinsky's canvases discussed above were exhihited ar the
Zervos’s Galerie des “Cahiers d’Art™ at 14, rue du Dragon in Paris from
May z; to June g, 1934. They were included in a1 small one-man show thar
took place after Joan Mird's exhibition there and before dax Ernst's.” Kan-
dinsky and Chrisuan Zervos first mer in 192750 Zervos published Will
Grohmann’s monograph ou Kandinsky in re31 and the following vear the
artist contnibured an arricle to Zervos's publication, Calrers " Art. The first
exhibition of Kandinsky's Paris pictures appears to have gone unnoticed hv
the French press, except for Zervos™s article in Cakiers J'Art.*

Afrer this exhibiton. during the summer of 1934, Kandinsky execured
Relations and Dowminane Violer [figs. 18, 192 cat, nos, 28, 27, In both he has
accentuated precise, pictonal clements by applying fine-textured sand to the

<anvas and painting over it The imagery in these picteres denves from the
world of narure and relies upen curving hines and whiplash lines. In Relations

the forms resemhle snakes, spermargzoa, worms and parasites (for example,

in the lower left corner) s well as birds, Domiinant Veoler prominenty dis-
playsalarge curving red shape on the nighe that looks {ike a nemarode ‘g 1.
However, the meture’s connotations are predeminantly those of the deep sea;

the large, billowing forms look like medus

wvertebrates. Moczover, the shape at the fower righe corner distinetly looks
like cross-secrions of wedusas,

Kandinsky's predilection for absrractions that originace in nacural forms
and his fanoiful and imaginative stvlization of nawral forms bring o mind
the well-known volunies by Ernst Fleintich anr;kcl‘_Iimm‘formcu der Natuar,

hg. 20
Medusas frem Ernst Haeckel, Kinst-
forment Jder Natwr, 1904, pl. 8

13,

Trist Haechel, Kunstrornten der
Narur, Laipaig, 1904, pls. 4, 5,18, 50,
47, 3394,

Pl s was reproduced i Calrers o' Art,

e AInCe, 00, 1-4, 1954, . 150,

. G.von Borkow, "Leben unter Hoch-

druck: Dre entschleteree Welwder
Tiefsee,” Dt Karalle, Jg. 6, Hefo t1.
Feb. taa1. pp. 405-459. Kandimsky
also cut out trom the same issue the
aroscle “Die Zaonge 15010 su mteres-
sant!™ by L. Schwarztuss with phoro-
graphs of cars’ tongies seen under
magnihcation,

fig. 21 fig. 12
Deep-sea fish from Dre Korafle, 1o31, Plankton fram Dre Kortile, ta3t, p. 496
P 395

which were published in 19c4. Although Huaeckel's beaunfully colored illus-
trations belong to an Art Nouveau aesthetic, many reproductions can be
linked with Kandinsky's work:"? for example, one of the many rendicions of
medusas (fig. 200 can be related o Dominant Violet. Another plate from
Kunstformen der Narur thar depiets microscopie marine-life ‘radiolana’ was
reproduced in Cabifers J'Art early in 1934 and undoubtedly was known to
Kandinsky.?' The images in Dosnnanr Violet and other paintings from 1934
to 1935 arrest to Kandinsky's awareness of deep-sea hife. Proof of his interest
can be found in the papers he saved. Among many clippings Kandinsky rook
from magazines and newspapers 15 part of an article from Die Koralle by
G. von Borkow called “Life Under Pressure: The Umeled Life." Two
ustradions from chis arncle are parucularly relevant to Dominant Violer:
the firols or deep-sea snail reseinbies the andulating pink form ac the upper
right and the deep-sea fish ‘Hg. 211 corresponds o many curvilinear ele-
ments. Kandinsky's preoccupanon w

Reurved lines and his decaded analvsis

of them in Posut und Line to Plave clearly indicate that he would have been 2

fascinated by the brighe and undulatng lines of the deep-sea fish.

A greatly enlarged phorograph of plankren \tig. 22) from von Borkow's
article on deep-sea life has relevance to Division-Umity feat. no. 4= among
other pictures. Plankeon, brine shrimp, snails and lLaes af stages of manne life

H

become small, curving motds thar are evocanely and amusingly rendered in
Kandinsky's work, Traces of these natral forms can be perceived in Conpo-
sition IN, Mudtiple Forms, both of 1936, Sky Bl of rogo icat. nos. =, 6o,
116) and Siweer Trifles of 1o3- (hy. 42t

Gy
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fi. 23
Vasily Kandinsky
Eraguie-Fixed. 193]

Formeely Galerie Maeghr, Taris

3

L
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In the painting Fragile-Fived of Seprember 1934 (fig. 23}, a specific leaf-
shape enters Kandinsky’s vocabulary. It recurs in modified form in Balancing
Act of February 1935 "HL 612; and again in Brown with Supplement of
March of the same vear ‘cat. no. 531, Here the bright green leaves recall the
prominent and remarkably similar leaves in Picasso's work: the 1629 sculp-
ture that was reproduced in Ménotanre in 15535 the 1931 sull life illustrared
the same year in Cahiers " Art; and The Lamp of June 1931, which was ex-
hibited ar the Galeries Georges Pedit in Paris in 19327 Although Matisse's
leaves have been singled out as the poinc of reference, they postdate the
appearance of leaf-forms in Kandinsky's work. ¥ The large scale and stylized
ourline of Kandinsky's leaves point to stll another source known to him:
namely Karl Blossfeldrs Urformen der Keunst which was published in Berlin
in ro29. Two copies of the book exist in the artist’s library ar the Musée
National d"Art Moderne, Blossfeldt's phetographs consist primarily of dow-
ers and leaves magnified ro such 1 degree that they become abstracuous (fig.
243 In June 1929 three such phatographs were reproduced in Docunents.™
Blossfeldt's sigmficance as a photographer, like Haeckel's a5 an illustrator,
lay in his discovery of arr in nature.

The last painting Kandinsky did in 1914 exemplifies the richness of his
imagery and che invention of his picrorial forms. Striped (cat. no. 29] unites
alternaning black and white vertical bands, whiplash lines and biological
forms with similar configurations {snakes, worms and nematodes}, and it
juxtaposes birds ar the upper left with an exclamation poinc at the upper
right, In the central segment, a red circle 1t the top contrasts with a star-
shaped biomorphic form below. In 1 prepararory drawing (fig. 25}, the dis-
unetive structure of this mulurentacled form emphasizes the cenrral nucleus
and accentuates the many ennwining legs—characteristics of an echinoid, a

fig. 5

Vasily Kandinsky

Drawing for Striped

Collection Musde Nanonal d*Art
Moderne. Centre Georges Fomplidon,
Parnis, Kandinsky Beguest

fipg.
Sea polyps from Aflgemcme Biologie,
1915, p. 41T

2. Steven A, Nuash, Albrigir-Keox Azt
Gatlery- Pamnre o Sculpriere from
Antrgrety to rygz, New York, 19-q,
PR 415417

10. See Stanley Wiiham Havter, “The
Language ot Kandinske™ Magazme of
Arrovol, 33, Mav Logs, pp. 1=8-179,
for 1 companson ot The Carnival of
Harfegrer and Accompamed Center.

fig. 27

Joan Mire

Carnival of Harfespuin., 1924-25
Collection Albright-Knox At Gallery,
Buffale, New Yark, Room of
Contemparary Arr Fund, 1940

species related to the common hve-legged starfish. The depiction of a stage
in the growth of sea polyps in the binlogy volume of Kandinskyv's encvelo-
pedia {fig. 26} recalls the star shape in Striped. In the canvas che distine-
tions between uucleus and renracles are preserved and the colorful dots in the
center correspond to those in the diagram.

The affinities berween Kaudinsky's imagery and forms in nature do not,
however, preclude references o pauntngs by other arusets. The tenracled,
many-legged form articulaced most clearly in Kandinsky's drawing brings
to mind Mird's farmiliar sign for female gemitaha. In writing about his picture
Carnival of Harlequir of 1924-25 1fig. 27, Mirg refers specifically 1o the

X:E'rg;_l_r; ex orgagn in the form of :1..525:{,‘5“ he depices 1e three tmes wit
painting.”® Moreover, in both Kandinsky's and Miro's paintings there are
ladders at the upper lefe and white reardrop shapes adiacent o eves ac the
lower left. Comparnison of Striped and Carnrval of Harfequin reveals not
only sinularities in specific merifs but also in overall composition. Soon after
his arrival in Pacis, Kandinsky mer Mird and he surely saw the Surrealisc's
wortk in exhibitions—such as that at the Galerie des ¥Cahiers d’Art”™ in May
1934—as well as in periodicals. In fact, Carmival of Harlequin and The Titled
Field ihig. 451 were among several influential pictores by Miro thar were
dluscrated iu the first issuc of Cafrers 7 Art in 1934 no. 1-4), which imme-
diately preceded the issue wich Zervas's article devared 1o Kandinsky's first
Paris pictures. The tnonfs in such painungs by Kandinsky as Delicate Accents
ot 1935 (HL 6243, Black Popus HL o3~ and Accompanied Center of 1937
{car. 0o, 86} arwest o his familiarey wicth Aliro's work.™
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During 1934 cerrain specific signs entered Kandinskv's pictorial vocabu-
lary. The exclamarion point makes its fitst appearance in Striped. and a single
quoration mark er inverted comma can he discerned at the left edge in Donzi-
nant Violet and ar rthe botrom center in Strrped. The latter motif is 1solared
and accencuared in Green Accent of 1935 icar. no. 511 and rowally dominates
Circuit of 1939 (car. no. 114}, The exclamarion point recurs in Rigrd and Bent
of 1935 (HL 625) and Sueet Trifles of 1937 ‘Ag. 42). These signs had ap-
peared in many works by Mird: for example. 1n exclamanon point can be
found in Le Renversement of 1924 which belunged ro Katherine §. Dreier.!
However, Kandinsky's primary source of inspiranion was undoubtedly Paul
lee. Pictorial signs such as acrows, exclamation points and apestrophes as
[ as numbers and words functioned as integral parrs of Klee's composi-
nons.” Kandinsky and Klee were close friends who met first in Munich in
1911 and who worked together ar the Bauhaus, In fact, Klee and Kandinsky
lived in a Master's double house in Dessau from June 1926 unnl eacly 1933
and, even afrer they left Germany, staved 1n contact, Kandinsky knew Klee's
work intimatelv and would have understoed the incorporation of punciua-
tion marks in his arr. Exclamation points can be found in Klee's pictures in the
late weens and early rwenries, and they become especially prevalent in 1932
ffor example, fig. 28*.* Kandinsky was surely familiar with two of Klee's
painungs that include exclanunon peins: Arownd the Fish of 1926 (Collec-
tion The Museum of Modern Arr, New York!, which was reproduced in
Grohmann’s monugraph on Klee in 1929, as weil as his Departure uf the Ghost
of 1931 {Collection Mr. and Mrs. Burron Tremaine, Meriden, Connecticur),
which was illustrared in the 1934 issuc of Cubrers £ Are cthae alse conrained
Zervos's arncle on Kandinsky. Tn addition, commas are prominently placed
in Klee's paintings such as Stadt R of 1919 Collection Seidusche Galerie im
Lenbachhaws, Mumich) and fnticd Landschaft of 1932 [Privare Collection),

fig. 2o

fig. 29
Vasily Kandinsky
Succession. 1413

The Phullips Collection, Washingron. D.C.

fig. 11
Cells of salamander larvae from

Zoalogescher Tedd, torsy, p.o33

Saccharomyees tungus from Zelfen-umd
Getvebelehre, Morphalagie und
Emtivickinngsqesciichie, [ Botastiseher
Ted, 1913, p. 74

In comparisen with the remarkable innovations made in Kandinsky's work
from 1934, the introduction of new motifs subsided during rg935-36. At this
time the artst developed and elaborared upen the imagery he had recently
wnvented. Paintngs such as Accompanmed Conrrast and Two Green Points
{car, nos. 48, §4) retain images prevalent during the early t930s, while the
style of others shares simularities with the geometnic idiom associated with the
Baubaus period in general: for example, Tien Circles THL 614) and Points
HL 6212 In terms of specthe images reflecong an awareness of natural
sciences and biomorphic forms, several pictures provide relevant monfs.
Succession fig. z9; cat. no. 37, which was painted in April 1915, consists of
four hanzonl registers that contain brnightly colored, curving shapes. This
formarc is faruliar from the Bauhaus peniod, speaifically from the watercolor
Lines of Varks of 1931 HL 432", Although the 19355 canvas and the earlier
+ work on paper share the same composinion, the imagery of the Paris picture

—r represents a significant deparcure from thar of s Bauhaus work. The thrust

of the curving shapes and the disuncuve placement of small circles balanced

ces fungus

on these forms in the painting recail an lustration of saccharo

in Kandinsky's encvelopedia thg. 300 A Jlagram of cells from salamander
lacvae {fig. 517 1 another volume of this encyelopedia can also be associared
with the dynamic farms m Successton. Nor only che individual shapes but
also thesr schematic arnculadon is sinular in Kandinsky's painting and the
scientific diagrams.



T e e op

Aig. 14

Vartegated Black. 1935
Formerly Calerie Maeghr, Paris

1. See Zoologsscirer Terl, p. zqy.
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Ag. 33
Vasily Kandinsky

Detail of Composition IX. 1914
Cullection Muser Nadonal d*Art
Moderne, Centre Georges Pompidou,
Pans

Several paintings from 1935-36 depict embrvos. [n Variegated Black of
October 1935 (Ag. 32) three embryonic forms are recognizable: an eath
stage ac the letr edge. an adiacent. mere clearly identifiable one painred
whire with a pink eve and a bright green imaginartive vanant on the right. In
Kandinsky's major canvas Composition IX {cat. ne, 7}, which was com-
pleted by February 1936. an obviously embryonic shape ar the upper left is
represented together wich a yolk sac. Even the pink and white vertical zones
can be read as the placental barrier that separates the feral side from the
maternal side. [n the central portion of Cosrposition [X there is ambiguity in
the form that resembles both an embryo and a brine shrimp or crayfish (fig.
33). Elsewhere in the painring embryonic images also merge wich allusions
1o brine shrimp and plankton ‘see fig. z2). An exacrly coeval picture, Mudtiple
Forms {cat. no. 60}, manifests similar embrvonie and ‘crustacean images.
Comparison of the canvas with a preparaitory drawing reveals sigaificant
differences berween the preliminary and final versions. The embryonic form
az the upper right has not been explicitly dekined wm the sketch for Multiple
Forms {fig. 34); however. the fish ac the upper lefr has been omitzed in the
final version. This depiction oift‘_ﬁé_}l resembhles the angler fish 1n Kandinsky’s
clipping from von Borkow’s arricle in Die Koralle, The image at the lower
corner of Mudtiple Formsis clearly thar of a fish. In Rigid and Benr of Decem-
ber 19313, Kandinsky includes o marine creature—prohably 1 sea horse—
painted green and raised in slighe relief becaunse sand was added o the
pigment,

|
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fig. 16

Max Ernst

The luterior of Sight: The Egy
published n Cabners d*Art, 1y33

5. bee Werner Spies with Sigrud aod

1

CSee Zervos, VI nos, 50+

Cainter Merken, Mav Frosn Werke
toay- 38, Houstom and Cologne, 1o
NN, 18041567, 1974-1579

Michel Lens, U Todes recentes Joe
Micasso,” Doconents, ze annee, no, 2,
1930,

. - E Vasily Kandinsky

Drawing for Medt:ple Forms. 1936
Collecuion Musce Nanonal J Arc Moderne,
Centre Georges Pompielou, Paris,

Kandin

fig. 35

Yasily Kandinsky

Green Figure, 1956

Collection Musee Naunonal d"Art

ool Moderne, Centre Georges Pompidou,
Pans, Kandinsky Bequese

[t1s difficult to identify any specific biological sources for Greer Figure
of March 1936 ifig. 35: car. no, 625, although it brings to mind cross-sections
of organisms. The greenish-ran figure suggests parallels with the wotk of Max
Ernst and Picasso. In 1929 Ernst painted several versions of The Interior of
Sight: The Egg where bird forms are contained within anoval, and in 1915 he
did a series on the Garden of the Hesperides which also relates to Green Fig-
are The orgame contortions of Kandinsky's figure as well as the way it is
separared by a "sac” from the surrounding pinkish tan background mav refer
to the Arst version of Ernst's The fnterwor of Sight: The Egg, which was repro-
duced in Cubiers ' Art in 1933 ‘Ag. 16%. Several of Picasso’s painungs of
acrobats were published 1 Docimests in 19301 these abstracied figures
have elongated and dustorted lunbs ciondar o the shapes in Green Figure,
and in seme works the colors feature grav-tan and green isee car. no. 634
Despite vague bromorphic assoviatons, Green Figure appears to be an amal-
zam of Apures that were Familar to Kandinsky from other artists” work.
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Vasily Kandinsky

Ewraronment. 1936

Collecnion Sulomon R. Guggenhesm
Museum, New York

EAR T
Calot worm exg from Zoolagischer Ted,
1415, p. 49

fig. 59
Stages in the development ot 1 worm trom
Zoologrscirer Tedd, 101z, p. 21-

fig. 4o
Human and animal sperns from
Zoologischer Teil, 1513, p. 56

In complete concrast stands another painting hy Kandinsky, Erxviros-
ment from QOctober 1936 {fig. 37). Here the armise has Jepicred n gready
enlarged scale an ainoeba. The cell wall is clearly defined: many small muidi-
colored circles represent the cytoplasm and several colorcd zones corre-
spond ro vacuoles and a nucleus, Moreover, Kandinsky's painung closely re-
sembles an illustration in his encyclopedia (fg. 38). Of all Kandinsky's works
where biological refereuces can be discerned, Envirannrent s probably the
most dicece and obvious.

Within the checkerboard formar of Thirty {cat. no. 68} calligraphic and
geometric patterns ace placed over thirty aleernarely black and white squares.
Kandinsky defines the images with wit and lively energy: an amoceba (second
row and second from che lefrl, a curving white form with six pendules
ifourth row and fourch from the left) thar resembles 1 developmenral stage
of a worm {Ag. 39) and several varieries of sperm {rop row ar far lefr and
fourth row at far left) thae recur in many pictures and correspond to scien-
tific illustrauons (fig. 4o1. In general, the morifs are aleeady familiar from
Kandinsky's work, in Thirty the strict and exacung formar of comparrments
has even grearer meaning than the individual dements in s clear relation o
sclentific texts and diagrams ifor example, fig, 31'.
is based on rigid ilac-

Another canvas from 1937, Steeer Trifles (g 52
eral comparrmentalizanion. Within the boxes Kandinsky juxtaposes peomet-
ric parrerns with biomorphic forms. He places an exclamation peinr over ar
earthworm balancing on an imaginatively colored caterpillar and positions
an arrow next 1o 1 hrighe blue amphibian perching on aslug. The playfulness
and humeor of the preture are conveyed by s title, Bagareffes dowces, and by
the exclamarion poine, On the left side the arvculadon of many torms sug-

fig. 41

Diagram of plant cells trom Botunrscher

Ted, 1913, p. 53

fig. 4z

Vasily Kandinsky
Seweet Trifles,
Collecton Musce Naoonal J" At
Moderne. Centre Gearges Pompidon,
Daris, Kandinsky Bequest

fig. 45

Joan Miro

The Tilied Field.  1923-24
Coilection Solomon R, Guggenheim
Museum, New York

fig. a3 fig. 44
Nucleus of an echinoderm from Srages in the desclopment of & hydra
Zaologrscher Ted 1gt3,p 28 from Zoologrseher Terd, 1913, p. 197

gests ceilular matcer; moreoser, in the lower right corner the mulucellular
form distinetly resembles an illustration of the nucleus of an echinoderm in
the zoology volume of Dre Kuftur der Gegenvart :fig. 431

Likewise. Accompanied Center {cat no. 861 conrains a clearly bological
reference at the upper nght: the horizonaal, wavy, segmented shape looks litke
cross-sections of hydras thar are illustrared in his encyelopedia fhig. 44), Ae-
comynnied Center is filled wich a1y abundance of images evocative of marine
life: sea worms, hvdras, diazoms, five tarval forms suspended from 2 horizon-
tal hoe ar the lower right ind scaly, spiny orange pacterns in the center. In
addition—and on a different lesel—=Kandinsky's paineing resembzles Miro's
The Tilled Field (g, 451 in the wavy lines ac the lower left. the prominent eye




fig. 36
Placental ussue from H. C. Waddingron,
Hou Ammuals Develop, 1936, p. 107

37. Musée Naronal 'Art Moderne. Cen-
tre Georges Pompidou, Paris, Kandin-
sky Bequest AM 1981.6¢.078
38. The caption reads “ Gotresenbeterin
hegt dire Eier," and it was taken
fromp. 117

. These are of warercolue dlustratons
by k. v. Bruckhausen and are trom
pp. =64 and ~65 of an unidentitied
publicanion.
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fig. 48
Praying mantis laying her eggs

fig. 47

Vasily Kandinsky

Groupmg., 1937

Collectian Moderna Museer, Stackhnlm

at the upper righr, the inclusion of flags and in the spikey black poines out-
lining shapes. Although it 1s doubrcful that Kandinsiy could have seen Mird's
painting in an exhibition, he would have found 1t repreduced on page thirry
in the first issue of Cabfers d"Art in 1934,

During the summer of 193~ Kandinsky painted Capricions Forms (cat.
ne. 891, in which the imagery is emphatically biological. Yellow. pink, tan
and green shapes look like sections of soft rissue. Specifically, the forms ar
bot:om center and in che middle at the left edge are clearly recognizable as
embryonic; others resemble contemporary illustrations of placencal rissue
{hg. 46). In a skerchbook containing many preparatory drawings, Kandinsky
made a study with cofored pencils for Capricrons Formes which includes a
greater variety of hues than the final version and shows an overall pink roual-
ity."” In the canvas red and green circles accenruate the shapes as well as the
detailed red, blue and green linear pacterns thar articulate disunce layers of
nssue.

The next painting recorded in Kandinsky's Handlist is Gronping (Rg.
471, which was painted 1n September and October 194-. Two preparatory
drawings as well as the Anal painted version reflect an insecr world. Insect
legs and bodies are suggested throughour, and 1 well-dehined winged creature
occupics the lower right cormer, Basically mosyuito-like, this crearure also
bears a certain rescimblance to a photographic illustration of a4 praving manos
laying her eggs thar Kandinsky clipped from an umidenufied German maga-
zine {Hg. 381" Among the artst’s papers preserved in the Kaondinsky Archive
are other reproductions, lu color, of msects thar Kandinsky cur our and

mounted on cardboard.* [pseers were symbotic and higbly suggestive 1mages ";

figz. 49
Salamander cell trom Alfgemeine Biologre,
1915, p. 231

fig. 50
Annelid from Zoologischer Tedl, 1913,
p. 234

fig. 51

Vasily Kandinsky

Unutled drawing

Collecnion Musee Nazional d"Acr
Moderne, Centre Georges Pomprdou.
Pars, Kandinsky Bequest

jo. William 8. Rubin and Carolvo
Lanchaer, Andre Maseon, exi. cat.
New York, 1977, pp. 43, 140, Teprs.
See alse Willizm S, Presshy, “The
Praying Manos in Surrealist v The
Art Brifenin, vol, LV, Dec, 1oy,
Pp- 500-615%,

wichin Surrealist art. In 1934 Andreé Masson panted Berrothul of Insects and
Sununer Divertissentent, which depict praving manuses: these picrures must
be scen in relanon to Kandinsky's 193~ canvas.'?

In April 1938 Kandinsky completed two o1l paintings in which there are
clear biological references. Ordered Arrangenient ‘Many-Colored Ensemble)
[vat, ne. 92) contains within an oval center a plethora of small circles thar
have cellular associations (fig. 49}, In addition, there are shapes resembling
nematode aud annelid worms (fig, 50}, a pink bird ar che lefr and an embry-
onic form at the right. It was probably in relazion to this embryoe rhat Kan-
dinsky made two small skerches (one of which is reproduced as fig. 511, To
an even greater depree than in the painnng Crdered Arrangement (Marry-
Colored Ensemble), the biological origins of the imagery are evident in these
drawings. More stylized variations on this embryonic form persist in his work
throughout the lare 19305 and early 19405 In Pepetrating Greep from April
1938 {cat. ne. 93) a red spenn is immediately recognizable and is promi-

nently placed in the middle of the composition wichin a vertical recepracle
on a green ground. Two large shapes thar vaguely resemble sperm All the
lareral zones. Even Kandinsky's titde Is expressive of the imagery and leaves
littie doubr abour the meaning.

Br 1938 Kandinsky's images become more fanciful, stylived and even
decorative. For example, Sky Bire of March 1940 (cat. no. 116} rerains bio-
morphic forms familiar from che first years in Paris, bat these are eransformed
into stylizations of the motifs. For the most parr, Kandinsky's paintings,

[watercolnrs and drawings fron 1938 4

19: frer no longer wmanifest the overty
L zoological and cmbr}'ologi?ﬁiﬁotifs that characterize his work from 1934 0
1937, There are. however, vestiges of biological enuties as well as specific
biomorphic images. In general, Kandinsky Joes not depict embryonic forms
after 1958; however, the exceprions—ingnnite Celebration of 1942 and Brown
Dmpeties of 1943 (cat. uos. 144, 155 —refer back o Blne World icat. no. 23)

79
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and Varegated Black ng. 2. Another sainung from 1943, Cirde and Sqiare
ean no. 156 shows four Hgures with clear seanal rererences: the represenca-
ton of phallic images is indispuraile. Although Kandinsky ™ ride, Circle and
Siteare  Cerele ot carrel, alludes to the magazine and exhibinons organized
hy the group of thar name, i cannor Jisguise the nature of Hi1s imagery.

In addition to the visual evidence wiiich has been described ar lengeh, theee
is substantial physical evidence of other kinds and significant documenrary
proof to link images in Kandinsky's arr with scientific illustranions in his en-
cyclopedia, In preparation for Point wnd Line to Plare, which was published
in 1926, he execnred 4 pencil drawing fig. s21. The inscription provides the
source, because 1n it Kandinsky copied the capuon, “Lockeres Bindevervebe
von der Ratte,” and also specified the ticle, D, Kuir. o, Gegeme.,” the vol-
ume, “Abteiling IV?,” and page nnmberM It is this volnme on zoology thar
contains by far the largest number of illustrarions corresponding to tmages
in Kandinsky's work. In addicion to the obvious reference in Point und Line to
Plane, the arrist left craces in his own copy of this encyclopedia volume. Next
to page five, where an amoeba 15 illustrated (fig. 53!, there is a small piece of
paper with Kandinsky's handwriring, and facing page 134, where an annelid
is reproduced ifig. 50), hus calling card is inserted as 1 marker.*? In the other
volume of Abteilnng IV?, whose subject is botany, Kandinsky pur slips of
paper berween pages 138 and 139 as well as 154 and 155, and wrowe on each
“Kreis” or circle. The illustration on page 138 depicts the cross-secrion of
a plant stem with many rings of quite uniform circles, while thar on page
139 (fig. 54) conains rounded shapes with much grearer variety in size and
configuration. In view of Kandinsky's love for the ciccle as 2 formal element
as well as the symbolic significance of the morir in his work froin abour 1922
t 1935, it 1§ nec surpnsing thar he would respond o obviously circular
farms in his encyclopedia. Whar is interesting 15 the way he sees the absrract
forms of arcin nature.

In the volume on general biclogy, the invitation card to the opening of
Kandinsky's exhibition of watercolors and drawings ar the Galerie Ferdinand
Moller on January 3o, 1932, is placed berween pages 218 and 219. In addi-
tion, inserred in the section en borany in the volumes on physwology and
ccology are an invinanen 1o an opemng for the Kreise der Freunde Jes
Bathatises on January 15, 1932, and an imacation 1o a Lyonel Fennunger exin-
bition erganized by this group in January 1932, The facr thar all three muark-
ers date from January 1932 proves that Kandwnsky was using his enevelopedia
ar that time, Duning the 19205 volumes of the same encvelopedia were intlu-
ential for Paul Klee,™ Moreover, other armses ar the Bauhaus were aware off.
various volumes on science in this series. However, the impact of its hiolog- 4
ical illustracions—-principally frem the volume on zoology—becowmes apparent
in Kandinsky's work only after he moved w Pan

Likewise, there is evidence thar Kandinsky cut the phorograplue repro-
ductions now preserved among his papers out of magazines and newspapers
during the early 19305, while he was sull ar the Bauhaus.” The arncle on

fiz. 52

Vasily Kandinsky

Drawing for Point and Line to Plane after
Zoologtscher Text

Collecon Musée Narional d*Art
Xlodeme, Centre Georges Pompidan,
Paris, Kandinsky Bequest

fig. 55
Diatoms

fig. 3 fig. 14
Amoeba from Zoologiscirer Cross-section of plant steln from
Teif, 1913, p- ¥ Botanischer Teil, 1913, p. 739

deep-sea life in Die Korafle figs, 21, 22" appeared in February re31. Virw-
ally all the press curtings have caprions in German, chus indicating a dare

prior to 1934, Although most of the specific publicacions remain unknown |

pending further research, many of the images are of ammals, airplanes,
people from primirive cultures, objects shown under high magnification and
subjects generally charactenized as technology and nature. In his Bauhaus
reaching notes for the second, or summer, semester of 1931, Kandinsky com-
pared are, science, rechnology and narure,” His list of images to show in-
cludes a Mercedes-Benz car, a Junkers airplane, an aerial view and a giraffe:
a photograph or magazine dlustration of each siill exists among the artist’s
papers. Another very significant elipping {fig. 55, shows diatoms arranged
within a rigid, bilateral formar that resembles the pictorial organization of
Sweet Trifles (Rg. 421, Diatoms—unicellular algze or microscopic plankron
found in both fresh and salt water—are recognizable in several of Kandin-
sky's paintings from the Paris years.

Thus, Kandinsky's interest in selentific and nawiral phenomena is dem-
onstrated by his treatise Point and Line to Pluste and by his pedagogical mu-
teriaf for the Bauhaus courses, Likewise, his familicrity with volumes of his
encyclopedia, Die Kuftur der Gegemwvart, is confirmed by these sources.¥
However, the artist only introduced biclogical morifs into his work after he
moved to Paris. It 15 relevang, ac this poine, to consider shat natural history

and scientific resources were available there in 1934, Although there is no
proof that Kandinsky ever visited the Muséum National d'Histoire Narurelle
in Paris, its extensive and impressive collections, which were permanently
on view in gallerics adjacent to the Jardin des Plantes, would have heen
accessible and instrucnve, Photographs danng from 1932 W 1935 in the
Museum Archives document the Galerie de Zoologie and the Galeric d'Anat-
omie Comparée de Paleontologie er J'Anthropologie, The former contained
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The Gaiene e Zoologie has been
clased 1o the public for years, but

ML Lzissus and Mine Rufine kindly
allowed me ro see the displays in the
gallenies, which have all remained
neact.

Kart Baeaeker, Paris and Ite Envirans,
Pars, 1937, p. 353
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1. T erer from Arp o Kandinsky dared

Nowvo 1z, 1933, preserved in the Kan-
Junsky Archive, Musee Naponal d* At
Moderne, Centre Georzes Pompidou,
Pamis.

vast numnbers af cases Glled wich 21 arieties of Hsh, stardsi, crustacen, shells

o rhe fatcer, ane Huds chousauds of

and inscers, "t nmediately apon cater

feral specimens in glass wars. Comprisme many specres and organized accord-

ng to the embrvological development of vrins and central systems. this

permanent exhibition makes an overwhelming and unforgeerabie inpression
on the viewer, The collection of comparatve anatomy was founded by
Georges Cuvier® It cannor be comcidental that in vne of Kandinsky's en-
cyclopedia v olumes, there are obvious signs uf perusal ‘coffee stainst as well
as a marker for the pages relevane to Cuvier.™ The Zoology Gallery and the
Comparative Anatomy Gallery ar the Museurn were established in che lare
ninercenth century and to this day retain virally their original appearance.
It should be menrioned thar, in contrast, the Musee d’Ethnographie at che

Muséum Nadonal d'Histoire Naturelle was closed 1o Auguse 1935 and re-

opened at a new location at the present Trocadéro on the occasion of the
Expaosition Internationale des Arts et Techniques in 1937,

During the mid-r93os many artists ook an active interest in various
scienriﬁc dIscipIines aud incorponrcd related imaqcs and conccp[s in their

sofand rebpunbl
pictures clearly derive ffom biolagical Species and rchr to natural phgnom‘
ena. Mird uses rechnological motifs such as machines and uvrilitzrian objects

as a springboard for other painrings: hus large abstract Painting of Junc 1933
{Collection The Museum of Modern Art, New York) is based on a coilage
of woodworking tools.™ Erast found mspiration in scientific illuscrations
throughout his career. In 1934 he painted Blind Swirmmer (The Effect of
Tonch) (formerly Collection Julien Levyl, which is an amalgam of two pho-
tographs demonstrating air flow that were published in La Nature magazine
in September 1901.” His coeval painting utled Binid Switner [ Collection
The Museum of Modern Art, New York: is based on a diagram showing the
effects of magnerism. Both canvases were reproduced m the issue of Cabiers

srmtrd an .Jwarene

d'Art in 1934 thar included Kandinsky's recent picrures, and Ernst’s work
was exhubited at Zervos's gallery i June of that vear. Morcover, Ernst's
1934 mural foc the Carso Bar [n Ziirich relics upon an illustration from Flore
des serres et des pardins of 1847, In canvases as well as collages, Ernst presents
images from nincreenth- and early nwennieth-century sciencific illustration
and photography.

Early in 1933 in Paris Kandinsky surely became aware of a general n-
terest in science there and he must have perceived even more acurely the
current predilection for Surrealist art. The previous autumn Kandinsky had
exhibited with the Surcealises in the annual show orgamized by the Associa-
ton Artistigue Les Surindependants and, 1n thes regard, Arp had writreu ro
him: “your paintings hang beaurifully. vou lead the Surrealist procession.”™*
Kandimnsky had known Arp since 1911 and had parucipated in Dada acrivines
at the Galerie Dada and Cabarer Volraire in Ziinich in 1516, By the 19308
there was no longer a Surrealist mavement i Paris, since various mentbers
of the group were by then pursuing different directions, However, Kandinsky
encountered several individuals who had been associated with che Surrealise

te. <6
Hans Arp
Tren Hetts 1929

Collecrsnn The Museum ot Modern Arz.

New Vori, Purchase

54 Mfred H. Bare, Tro, Curdrens ond
Abstract A, oxh. et New York,
1936.D. b

group soon after his arrival: he saw Arp and met Nlird in March and he had
conract with Ernst and Man Ray in June. Kandinsky's paintings such as
Striped and Accompanied Center (car. nos. 29, $6) relare to both hiological
forms and Surrealisc imagery in the work of Mird. To an even greater de-
gree, a correspondence is v

sible berween Kandinsky's picrares and Arp's
work, where orgauic shapes with their sense of vitality and growth are par-
ticularly evocatve. Images similar ro rthe freestanding biomnorphic forms
familiar from Acp’s sculptures—Torso of 1e31 and Humnin Concretion of
1934—can be derecred in Kandinsky's canvases Composition IX of 1936 and
Varions Acttons of 1941 [car. nos. 7, 1230 Arp's relief Tuo Heads of 1939
(hg. 561 closely resembles specific rounded forms in Kandinsky's painring
Domurn Violet fig. 19; cat. no.

s well as the encyelopedia lluserarion
depicting the stages in the development of 1 worm \fig. 39°. The congruence
of biological forms and Surrealist morifs 15 sirking—and refers o the work of
Arp, In facr, the influence of Surrealism in general and Arp and Miro n
parcular probably inspired Kandinsky o mrroduce biological images into
his work in 1933,

Although the influence of Arp and Miro upon hus. Paris.period appears
undun.]h le, K Kandtr 1\\- reacted s[ron“l'." w |1u1 1936, Alfred Barr stated
the Cubisar and Abstrace Arnt catalogue tha:

in rthe last few vears he has
tarned to more organiv forms, perhaps under the influence of the younger
Parisians, Mir¢ and Arp, to whom he potured the way twenty vears before.™
Kandinsky wrorte to Galka Scheyer:

The last strawe, however s the comectire that my Parisiae painting vy

Bave been mfluenced by Arp o Mird, Wath equal pustsficatron Buarr could
have named Corot instead of Arp and Yelizguez instead of M, One
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berrer Irom Kandinsky to Galka
Schuever dared May g, rote. Sathor’s
tanslatn,
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7. For esample, an early reference o
Ugeow s and embryvos™ in his Jis-
cusaton ot soramentaton in O The
Sparstaaf op Are does not have meanmy
with resard o serenee | Lodsay and
Vergo L poogy)

P Seratfn P, 19,

9. Lindsay and Vergo Il po--g.

fearis frome cocrvonte—erest tromn ol weak as o shoodd wot! Miro
onee told me e woudd be forever grarerad ror the Vliberatun b otrenr
hear such things from vouwnger artests who have no redson to flarter me.
dctuwatly these “imthuences” are wot escential to form, whch listoriias
seldom recognze. The wdopnon of form s decadence. I am grateful (o
Barr, howerer, becanse he doesir't trace my paintmg from Cubisne'*
Kandinsky's art differs from the work of the Surrealists in several essen-
rial ways: it does not delve into the unconscious and it does not concern
ieself wich either mythology or dreams. In his pretuges there s no evidence
of the influence of Freud and psychvanalysis. Kandinsky never experimented
with auromatism and did not use accidenc as a creative method. His work
lacks both found objects and collages. Moreover, Kandinsky did nor share
the Communist political orientation of many Surrealists. Although Kan-

dinsky's correspondence reflects 1 quite vehement opposition o Surrealism,
his published writings ure more restrained. In hus 1937 essay “Assimilation
af Arr,” written for an issue of Linden that included work by several artists
with strong Surrealist associations, he alludes only obliquely to the style.
Here he reveals a relatively moderare position roward forms iu nature:

Therefore, I do not become shoeked when a forn that resembles a “forn
m onature” fnsinuares itself secretively imo my other forms. I just fet it
stay there and | will not erase it. Who knows, maybe atl our “abstract”
forms ure “forms in nature,” but . .. “objects of nse?”

These art forsts and forms in narure (without purpose) have an even
clearer sound that we must absolutely listen 10.%¢

While Kandinsky's writings arc cricical of Surrealism, they say surpris-
ingly Hide about biological sciences—especially embryology and zoology.*?
The few references in Point and Liste to Plane and in his Banhaus teaching
notes have already heen cited. In the lacter he discusses zoology and equares
unicellular organisms {protozoa) with organisms capable of pelvmarphic
development, and thus of becoming “a sum™; and he speaks of prorozoa as

“original bengs.”™ In August 1935 Kandinsky wrote & short rear for the
Duuvish periodical Konkretion, in which he referred o his earlicr published
wrirings and stated that:

this experience of the “bidden soul” m it the thungs, seen either by the
Tin-
termad eve.” This eve penctrates the bard shell, the external “form.” goes

wnaided eve or through microscopes or binocnlars, is what | call the

deets it the object and lets us feel with ol onr senses its huernal
“puise) ™

Since an explanation or documentation of the embryological aud rooiogical
forms in Kandinsky's painungs 1s absent from his writings, interpretations and
meanings propased for them reman hypotherical. The very fact that em-
bryos are depicted so frequenty in Kandinshy™s work in 1934 and subeequent
yeass cises questions abour his personal life,

rly in 191- the ardse, then
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. Iam indebred to Karl Flinker for this
information conveved in correspon-
dence wieh the auther, Apr. :9, 1e83.

. Lam most gracetul to Peter H. Barnert
for his assiztance, especnally on the hos-
rary of science and philosophy.

. Ernst Mayr, The Growrh of Biotagreal
Thoughr, Cambndee. Mass., 198z,
PP 47T-474-

- Eng Wahl brougne these wierrelation-
ships to my arrennon and assisted me
with many research Jquestions.

. Haeckel :1834-1979, 15 referred to ire-
quently in several valumes of Die
Kulrur der Gegenweart: Altgemerne
Biologie, Anthropotoyie and Natur-
phiinsaphe. Two important hooks on
hum were published in 1934: Gerhard
Heberer, Ernst Haiecke! wund setne
wissenschuftliche Bedetitime Zion
Gedachins der oo, Wiederkebr sones
Geburtstuages, Tiibingen, and Heinrich
Schmide, Ernst Haeckel: Denkmat
eurtes grossent Lebens, Jena.

fifty-one years old. married Nina Andreevskaia, who was very inuch vounger
than hie. According to all che informaton known about diem and according
to their friends, the Kandrskvs bad a0 children. Recently. afrer Nina Kan-
dinsky's death, it has emerged thar dhev had a son calied Volodia who was
born in September 1o1- and died in Tune 1920, This fact remained 1 com-
plete secrer Juring Vasily's and Nina's lifeumes. Although chere s no evi-
dence rhar evenrs in Kandinsky's life influenced his art, the subconscious
effects of personal experiences may have emerged many vears after therr ac-
currence. When he was old and relacively isolated in Paris. Kandinsky's
awareness of his childlessness may have become increasingly acute. Can we
deny the relevance of the artist’s personal life when his paintings reflect 1t

Approached from an ennieely different point of view, Kandinsky's paint-
ings of che Pans period suggest 1 specific biological and philosophical con-
cepe.” His apparently conscious efforr ro ereare hiomorphic forms thar
simultaneously resemble embryos and marine inverwbrates can be relared to
the “principle of Etﬂﬁi.tqlniri(lﬂ!.‘ the rnle or heuristic maxim thar cthe devel.
opment of the émbryo of each o;gnnism passes rapidly through phases resem-
bling its evolutionary ancestors. Thus, it is commonly abserved thar the
human ferus successively rakes on fish-like, amphibian, reprilian and bird-
like charactenstics before developing distinctly mammalian fearures. Fur-
thermore, the human embryo shares these stages, which occur during the
tirst several weeks of development, wich all mammal embryos. The diagram
of comparative embryological development ‘fig. =) was made afrer Darwin
and supports his theory by showing thar successive evolutianary specializa-
tions are superimpesed on mmx%mugws, and rthar the earlier stages are
vestigially retained, eterned

There are 2 number of hypothetical reasons why Kandinsky would have
been tnterested in, even intrigued with, the principle of recapirulatian, which
was extremely popular from 18-a to 1910, While the principle thatonrogeny
embrronic development) repeats phylogeny tsuccessive evoludon of majer
zoological groups! antedates Darwinian evolution theory by several decades,
the maost frureful applicaniou of the principle was as an indicect proof of evo-
lution itself. The person who attempred chis proof was Ernst Heinrich
Haeckel, wha was one of Darwin’s most prominent early supporters. Haeckel
used the principle 1o make major advanees in linking comparative anatomy
o embryology in his arca of grearest expertise, marine invertebrates. He also
used the principle to pastulate the “missing link,” Pithecanthropus, between
mnan and ape, In his fieldwork Haeckel focused on marne inverrehrares—
radiclania, hydras and medusas—the very images pre

lent 1in Kandinsky's
Paris pictures. An accowplished draftsman, he was responsible for the illus-
rations as well as the text in Kenstformen der Natur {sce fig, 20). How-
ever, he was most famous for his theoretical wark in embryology.®* Around
the turn of the century s fame was such thar Kandiusky muse have been
familiar with his work.”*

Second, Kandinsky would have been interested in the phylogeny/ontog-
eny recapitulation principle because of its resemblance 10 an ancient, spiri-
tually onenred philosophical theme which inverts its ocder; namely, the




5. See Rose-Carel Washron Long, K-
dueslow: The Development of un Ab-
stract Stvfe, Qxford. 108e. ch. . Sixren
Reebom, The Sownding Cosnios:
Sty wr the Speritredlism of Kandosiy
Lind the Genests of Abstract Painiing,
Lbo. ter0, and Sixten Ringbom, “Kan-
dinsky und Jas Ckkulee” in Kamdaresky
und Muncher, exh. cat., Munich,
198z, pp. 85-107.

na. 1 wouild like o thank Cynthia Good-
man for her msighs and Nancy Spectar
far her 1ssistance with research on this
subtect.

<
a1

. This 1ssue of Luctfer Grosis s not pre-
served i ercher the Gabriele Munter-
und Johannes Eichner-Snfrung,
sridusche Galerie im Lenbachhaus
Munich or m the Kandinsky Archive,
Alosee Naronai d'Art Moderne, Parls.
The latrer possesses only one copy of
Lucifer Grosis ‘no. 14 from Jubv tgods.
However, Kandinsky's khowledee of
several rexts in Luctfer Gnosis inos. §,
1~ 11. 1%8-19, 30-34; has been proven by
Sixrer Ringbom {“Die Sreiner Anno-
ragionen Kandinskyvs™ in Kandinskv
tered Mimchen, exh. cat, Munwch,

1981, pp.ao-ioy).

. Inthe Archiv und Bibliorhek of the
Goetheanum in Doraach, Switzerland,
rhe zuthor consulred “Huacckel und

Geygtier,” "Ernse Haeckel und die

Welrrarsel,” “Die Kimpfe um Haeckels®

Weitrirsel,” ™ D Kaltur der Gegen-

wart i Spegel der Theasaphie™ and

“Haeckel, die Weltritel und die Theo-

saphre.” The best published source s
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oy, For seneral references in are-historical
literature, see Rose-Carol Washron,
Kaondisskv: Parisian Period 19341944,
e i, New York, 1969, pp. 16-17
and "Vasily Kapdiasky: A Space Odvs-
ses, " et Newes. vol, LXVUL Ocr. moen,
49 as well as Flans Koarad Roerhel,
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wrelleesual or sprritial derclopment of humanity from prehistone umes

corresponds to the ineeilectuad and spiricnal growth of cach individual. Georg
Willelm Friedewh Hegel™s PFeramesofogye of Miard and Pinfosopine of His-
fory are founded on thes principle and 1t is prevalenc m the work of 1 vanery
of ancreenth-century thmkers such s Ralph Walde Emersen and Herbert
Spenaer,

Finally, Kandmsky is known o have been familiar with theosophy and
1es lireracure.™ There 15 evidence in the writings of H.P. Blavarsky, the founder
of the movenient. that she and other theosaphisty were boch acurely aware of
and anbivalent toward nud-mneteenth cencury Jevelopments in natural
history and embryology.™ Although Blavawsky abhorred the marerialistic
interpretation Haeckel and Thomas Henry Huxley gave to the recapiralation
principle, she cieed parallels to 1 i ancient cabalistic and Vedantic writings.
The theosophists believed that man’s spirit governed the whole evolurionary
process and thar humanity Jeveloped from amorphous egg-like creatures
through 1 hermaphrodite stage before becoming sesually differentiared.
Thus, the theasophists came o agree wirh the most advanced biologists that
all life proceeds from . single original germ. However, for theosophists this
germ is not protoplasm but the sprrit. Rudolf Steiner lecuured extensively on
Haeckel and his theories of evoiunion in relanon ro theasophy in 1yos5-06 and
his text “Haeckel, die Welrritel und die Theosopbic™ was first published in
Lacifer Gnosis, no. 31, i 1905.” Seeiner’s writings on the subjece dare from
asearly as 1899 and his s ital interest in Haeckel's ideas continued throughout
his life. By 1913, when Stemer orgamized the Anthroposophical Society, the
relevane texts had been pubbshed m many editions 1n German and they
would later be ranslated into Russian, French and Enghsh.™

In terms of Kandinsky's painting, embryological imagery can be inter-
preted on mulriple levels. First, the embryonic forms are not immediately
recogmzable: are historans, crniues and viewers in general have been slow
to idencify even the part of nurure from which he derived hiv monfs.™ As in
the paintings Kandinsky executed m Munich before World War 1, the images
1re hidden and abszracted trom reality. When natural forms are shown under
great magnificacion or excerpted from their contexts, their idennties are dis-
gutsed, Hlowever, aleaf is sull a leaf cven though 0 no longer looks like one.
Second, an embryo is not recognizable as an adelt member of irs species vet
it contans implicitly everythimg chat ic will become. The genetic makeup of
cach embryo will determine s prvchaological as well as physical being. More-
over, the embryo 15 1 generabized nage. Ar an early stape icis neicher osten-
sibly human nor individual: -t1s aleeady an abstracnon.

112 not to Lot wnd Tone to Plane, Kandinsky explicrly connecrs em-
bryome and cvolunonary development to abserace art,

Abstract art, despite 1s emancipation, 1 subject here also to “naturat
fares" el is obliged to procecd fn the same weay that natwe Jid pre-
vionsiv, when it started vea modest way wah protoplasm ond ceffs,
progressing very gradmadly o mcreasingly complex organisins. Today,
alsstract art creates also projary or more or {ess
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Kandinshy's omages of amochs, embryos and marine wverrebrates convey
A spintual meanmng of beginning, regeneration and 4 common origin of all
and s ideas on abstrace arn Kandinsky
would have responded to the meanings of rebirth and renewal inherent in
the new imagery of his Paris pictures.

life. Because of his spreitual beliefs



