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Este articulo rinde homenaje a

la figura del pintor y profesor
germano-estadounidense Lyonel
Feininger, uno de los principales
maestros de la Bauhaus, a

los 100 afios de su primera
exposicion individual en Berlin,
en 1917. Feininger fue un artista
independiente y muy versatil,
gran cultivador del dibujo como
principio y fin de su obra, sobre
todo del apunte in situ; dominador
de multitud de técnicas graficas

y pictéricas: comic, caricatura,
grabado, carboncillo, acuarela,
0leo, maquetas, etc. Bebié de las
fuentes de numerosas vanguardias,
desde el expresionismo hasta

la abstraccion, pasando por el
cubismo y el orfismo, y culminando
en su particular “prismatismo”,
pero sin llegar a vincularse del
todo con ningln movimiento en
concreto. Destaco en el trascurso
de su vida por una evolucion
plastica y una blsqueda espiritual
muy personal de las que este
escrito da cuenta.

PALABRAS CLAVE: LYONEL FEININGER.
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This article pays homage to the
German-American painter and
teacher Lyonel Feininger, one of
the great masters of the Bauhaus,
upon the hundredth anniversary of
his first solo exhibition in Berlin in
1917. Feininger was an independent
and very versatile artist. He was

a great cultivator of drawing as

the beginning and the end of his
work, especially when it came to
sketching in situ. He mastered a
multitude of graphic and pictorial
techniques, including comics,
cartoons, engravings, charcoals,
watercolours, oils and modelling.
He drew on numerous avant-garde
movements, from expressionism to
abstraction, cubism and orphism,
and this culminated in his own
“prismism,” though he never
became fully linked with any
movement in particular. What made
him stand out during his lifetime
was his visual evolution and a very
personal spiritual quest, which this
text provides an account of.
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1. Izq.) L. Feininger, (sin titulo) Autorretrato
sentado con plumilla, 1908; tinta (16,5 x 11,1
cm). Coleccion particular

Dcha.) Retrato fotografico de L. Feiniger realizado
por su hijo Lux en la playa, 1928 (12 x 20 cm).
Moseller Fine Art, N.Y.

1. Left) L. Feininger, (untitled) Sitting self-portrait with
pen, 1908; ink (16.5 x 11.1 cm). Private collection
Right) Photographic portrait of L. Feininger taken by
his son Lux on the beach, 1928 (12 x 20 cm). Moeller
Fine Art, N.Y.

Primeros afios y llegada a
Alemania

Hijo de reputados musicos de ori-
gen aleman, Lyonel Feininger naci6
en 1871 en Nueva York. De nifio,
se dedicaba a callejear por las calles
de Manhattan. Le gustaba perder-
se por los muelles y estaciones para
contemplar los barcos y trenes. A
los dieciséis anos se trasladé a Ham-
burgo para formarse como violinis-
ta, aunque su verdadero camino no
seria la musica sino el dibujo, sobre-
saliendo desde temprana edad 1. Alli
comenzo sus estudios en la Escuela
Publica de Artes y Oficios. Luego,
tras superar el ingreso, se trasladé a
la Real Academia de Berlin. Copiar
estatuas clasicas tampoco le moti-
varia y empezd a interesarse por la
caricatura (Fig. 1).

Realiz6 sus primeros apuntes de
forma autodidacta. No acudia ya a
ninguna academia para formarse,
lo que condiciono su estilo como
libre, autbnomo y muy personal. El
dibujo fue siempre la base primor-
dial de su trabajo. Poco a poco, sus
apuntes iz situ se iban transforman-
do en el medio y fundamento con

el que elaborar sus composiciones
pictoricas, aprendiendo un recurso
que mantendria siempre (Fig. 2).

Posteriormente, colaboraria con
algunas revistas alemanas de presti-
gio realizando portadas y series gra-
ficas de humor. En 1906 el director
del Chicago Sunday Tribune viajé a
Alemania y le propuso trabajar en
dos tiras comicas. Feininger acep-
to, pero tampoco se encontrd to-
talmente satisfecho en este género;
se sentia impotente para desplegar
todo su potencial creativo. Ese afio
viajo a Paris junto con su mujer, Ju-
lia Berg, dando un giro a sus tema-
ticas, alejandose de la naturaleza y
centrandose mds en la arquitectura,
las ciudades y sus gentes.

Llenaba sus blocs con apuntes
rapidos de la realidad, puede que
influido por su relacién con el es-
cultor E. Colarossi, que daba mu-
cha importancia al dibujo suelto;
también realizaba otros mas aca-
bados, valorando la entonacion,
las luces y texturas de los edificios.
Sus ilustraciones a color anuncia-
ban ya al futuro pintor. En ellas,
la figura humana estaba arropada

Early years and arrival in
Germany

The son of renowned musicians of German
origin, Lyonel Feininger was born in New York
in 1871. As a child, he spent his time wandering
about the streets of Manhattan. He enjoyed
losing himself looking at boats and trains in
docks and stations. When he was 16, he moved
to Hamburg to receive training as a violinist,
though his true path would not be music but
drawing, at which he excelled from an early age
1. It was in Hamburg that he started his studies
at the Public School of Arts and Crafts. He then
transferred to the Royal Academy in Berlin after
winning a place there. Copying classical statues
failed to motivate him, and he began to take an
interest in caricature (Fig. 1).

He produced his first sketches on a self-taught
basis. He did not undergo training at any
academy, and this shaped the free, autonomous
and very personal nature of his style. His

work was always primarily based on drawing.
Little by little, his in situ sketches became the
medium and foundation that he used to produce
his pictorial compositions, and he learned a skill
that he would always keep (Fig. 2).

Later, he would work with renowned German
magazines, making covers and humorous
graphical series. In 1906, the editor of the
Chicago Sunday Tribune travelled to Germany
and asked him to produce two comic strips.
Feininger accepted, but he was not completely
happy with this genre either; he felt powerless
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to deploy his full creative potential. That year,
he travelled to Paris with his wife, Julia Berg.
This brought about a shift in the themes of his
work: he moved away from nature and focused
more on architecture, cities and their peoples.
He filled his pads with quick sketches of

real life, perhaps influenced by the sculptor

F. Colarossi, who attached a great deal of
importance to rough drawing. He also produced
more polished pieces, in which he brought out
the shading, lighting and texture of buildings.
His colour illustrations foreshadowed the
future painter. In them, the human figure is
accompanied by architectural backgrounds.

These figures were taken from his sketch books,

and they now took on an almost monumental
side that dominated the entire composition. He
would later make paintings of them.

Feininger hit a plateau with his illustrations,
and he needed a change. At 36 years of age, he
began to work with oils, motivated mainly by
his wife's encouragement and understanding.
Initially, he approached the canvas with the
language of comics: profiled contours, spot
colours, and an absence of details, shadows

or dark planes. However, he did not completely
move away from illustration, as it was his main
(albeit scarce) source of income. He adopted

a more abstract style based on a geometry of
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por fondos arquitectonicos. Esos
personajes estaban extraidos de
sus cuadernos, adoptando ahora
un cardcter casi monumental que
dominaba toda la composicion;
posteriormente serian versionados
en pintura.

Feininger tocaba fondo en la
ilustracion y necesitaba un cambio.
Con 36 anos, comenzé a trabajar
el 6leo motivado, principalmente,
por el animo y la comprension de
su esposa. Inicialmente, trataba el
lienzo con el lenguaje del comic:
contornos perfilados, colores pla-
nos, ausencia de detalles, sombras
o planos oscuros; aunque no rom-
pi6 del todo con la ilustracion pues,
aunque escasa, era su principal
fuente de ingresos. Trabajaba un
estilo mas abstracto basado en una
geometria de lineas rectas y planos
fragmentados a color.

En Paris conocié a las principa-
les vanguardias que estaban revolu-
cionando el arte. Su primera visioén

de los polémicos cubistas de la Sala
41 en el Salon des indépendants le
resulté impactante, impulsandole a
encontrar una nueva espacialidad:
“era algo que yo intuitivamente ha-
bia estado buscando durante afios”
(Tobien 1988, p.10), apuntaba. Asi,
aprendié a superponer planos, a
descomponer los elementos, a prac-
ticar las visiones multiples y, sobre
todo, a captar el volumen mediante
el color. En 1911 expuso en dicha
sala seis cuadros. Su obra guardaba
muchas similitudes con el rayonis-
mo —o lucismo— de M. Lariénov y
N. Goncharova en referencia al uso
de lineas como rayos de luz; pero,
principalmente, con el cubismo
orfico de R. Delaunay, mas dina-
mico y cromatico; incluso con los
futuristas italianos. Sus Oleos asi-
milaban los principios cubistas sin-
tetizandolos con el lenguaje de sus
ilustraciones (Fig. 3). El binomio
“yolumen-color” lo acompafaria
durante toda su carrera.




2. Apuntes de juventud de L. Feininger:

A) Liege, 1890; plumilla, tinta, gouache y blanco.
Alfred Vance Churchill Papers Regarding L.
Feininger. 1888-1944. Archives of American Art,
Smithsonian Institution, Washington

B) Schoneberg, 1892; lapiz realzado con blanco y
cobre. Coleccion particular. Moeller Fine Art. N.Y.
C) Ribnitz, 1905; lapiz realzado con blanco.
Deutschen Bernsteinmuseums. Kunstverein
Ribnitz-Damgarten

3. L. Feininger: A) “Les regrets de M. Hearst”, Le
Témoin, 1, n° 6, 1906; impresion fotomecanica
para revista (36,8 x 32,2 cm). Coleccion particular
B) (Sin titulo) El hombre blanco, 1907; dleo (68,3
x 52,3 cm). Museo Thyssen-Bornemisza, Madrid
C) (Sin titulo) La dama de malva, 1922; dleo
(100,5 x 80,5 cm). Museo Thyssen-Bornemissza,
Madrid

2. Sketches from L. Feininger’s youth:

A) Liege, 1890; pen, ink, gouache , and white. Alfred
Vance Churchill Papers Regarding L. Feininger.
1888-1944. Archives of American Art, Smithsonian
Institution, Washington

B) Schdneberg, 1892; pencil highlighted with white
and copper. Private collection. Moeller Fine Art. N.Y.
C) Ribnitz, 1905; pencil highlighted with white.
Deutschen Bernsteinmuseums. Kunstverein Ribnitz-
Damgarten

3. L. Feininger: A) “Les regrets de M. Hearst”, Le
Témoin, |, no. 6, 1906; photomechanical print for
magazine (36.8 x 32.2 cm). Private collection

B) (Untitled) The white man, 1907; oil (68.3 x 52.3 cm).
Museo Thyssen-Bornemisza, Madrid

C) (Untitled) The woman in mauve, 1922; oils (100.5 x
80.5 cm). Museo Thyssen-Bornemisza, Madrid

La Bahuaus y su preferencia

por la arquitectura

Su predileccion por la arquitectura
comenz6 en 1913, cuando instal6
su estudio en Weimar. Diariamen-
te, exploraba con su bicicleta los
pueblos cercanos para respirar su
caracter historico, llegando cada
vez mas lejos. La contemplacion de
la arquitectura tradicional alemana
y las antiguas iglesias con sus en-
hiestas torres le conmovieron, mar-
candole el camino en detrimento
del dibujo de ilustracién. Durante
horas, apunte tras apunte, iba cap-
tando la esencia y belleza de estos
lugares en sus cuadernos, casi mis-
ticamente. En cada dibujo incorpo-
raba elementos nuevos: campana-
rios, molinos, puentes, pajares, rui-
nas...; siempre intentando entender
el secreto de sus formas 2 (Fig. 4).
Asi, se hizo con un fondo de
archivo de miles de apuntes y bo-
cetos, que denominaba como su

“capital” y que, tras los afios, re-
curria a él, una y otra vez, para
versionarlos en otras técnicas. Las
excursiones condicionaban sus te-
maticas y comenz0 a realizar series
centrales de un mismo motivo: pai-
sajes, iglesias, pueblos, ciudades,
playas, etc. El puente de la ciudad
de Weimar era su limite de confort,
de tranquilidad, pues hasta ahi lle-
gaba en sus excursiones; se pasaba
horas contemplandolo y realizando
apuntes que luego trasladaria a sus
pinturas, disgregando y fracturan-
do cada vez mas las composiciones
3 (Fig. 5).

En 1917 realiz6 su primera expo-
sicion individual en la galeria Der
Sturm de Herwarth Walden en Ber-
lin 4. Durante los afios de la T Gue-
rra Mundial trabaj6 también el arte
infantil: el dibujo ludico y naif como
valvula de escape a la situacion po-
litica y social —similar al estilo de
Kandinsky—; grafismos que cobra-
rian vida en las tallas de madera de
casas, barcos y trenes como jugue-
tes para sus hijos. Este interés por
el trabajo en madera lo continué a
partir de 1918 realizando planchas
xilograficas con gran maestria. Su
pericia llevo a W. Gropius 5 a ofre-
cerle la direccion del taller de graba-
do e impresion en la Bahuaus, que
surgia como fusion de dos escuelas:
la de Bellas Artes y la de Artes y
Oficios, para duplicar la formacién
teorico-practica del alumnado; la
ensefianza teodrica correria a car-
go de P. Klee como profesor de la
forma geométrica y V. Kandinsky
impartiria la teoria del color; am-
bos resultarian influyentes en su ca-
rrera 6 —y con Jawlensky formarian
Die Blaue Vier-. Esta instruccion
se complementaria con la artesanal
que ensefaria Feininger, la de taller,
mads enfocada al tratamiento de los
materiales. Juntos “se esforzarian,

straight lines and coloured fragmented planes.
In Paris, he encountered the leading avant-
garde movements that were revolutionizing
art. The moment when he first he saw the
controversial cubists in Salle 41 of the Saldn
des indépendants had a great impact on him,
prompting him to find a new spatiality: “It was
something that | had intuitively been looking
for years” (Tobien 1988, p.10), he once said.
And so he learned to superimpose planes, to
break down elements, to work with multiple
views and, above all, to capture volume with
colour. In 1911, he exhibited six pieces in Salle
41. His work had many similarities with the
rayonism—or luchism—of M. Larionov and N.
Goncharova in terms of the use of lines as rays
of light. However the main similarities were
with the more dynamic and chromatic orphic
cubism of R. Delaunay, and even with the
Italian Futurists. His oil paintings assimilated
early cubist principles and synthesized them
with the language of his illustrations (Fig. 3).
The pairing of volume and colour remained with
him throughout his whole career.

The Bauhaus and Feininger’s
preference for architecture

Feininger’s predilection for architecture began
in 1913, when he set up his studio in Weimar.
Each day, he would explore nearby villages on
his bike, going further and further afield, to take
in their history. This contemplating of traditional
German architecture and its old churches with
their upright towers had an impact on him

and set out a path that took him away from
illustrational drawing. As the hours went by,
sketch by sketch he would capture the essence
and the beauty of these places in his notebooks
in an almost mystical fashion. In each drawing,
he would incorporate new elements, including
bell towers, mills, bridges, hay lofts and ruins.
In doing so, he always tried to understand the
secret of their forms 2 (Fig. 4).

He developed a collection of thousands of
sketches. He called it his “capital” and, after
years had passed, he revisited it again and
again, to make versions of the sketches using
other techniques. His excursions shaped

his themes, and he began to produce series
that centred on a specific motif: landscapes,
churches, villages, cities, beaches, and so forth.
The bridge in Weimar marked the boundary for
his comfort and tranquillity, because that was
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where he reached in his excursions; he spent
hours contemplating it and making sketches
that he would then incorporate in his paintings,
increasingly separating out and fracturing the
compositions 3 (Fig. 5).

In 1917 he had his first exhibition at Der Sturm,
Herwarth Walden's gallery in Berlin 4. During
World War One he also produced children’s
art. These playful and naive drawings were

an escape valve from the political and social
situation, similar in style to Kandinsky. Such

SasrNyoRN

algunos afios mas tarde, por reno-
var, desde la Bauhaus, la conexién
entre el arte y la vida” (Benévolo
1974, p.424).

Terminaba asi un duro periodo
como artista independiente. Feinin-
ger recibia el encargo de realizar la
portada del documento estatutario
de la escuela. Dio imagen a la Bau-
haus con un grabado expresionista

de un edificio gotico conocido como
Catedral de la luz —o del socialis-
mo—; simil de la recuperacion e in-
tegracion de todos los oficios, como
en los talleres medievales. Todo en
pos de alcanzar la obra de arte total;
un arte-fusion ideado para todos,
que englobaria a la arquitectura 7,
pintura y escultura, simbolizadas en
las tres estrellas del grabado.



4. Dibujos de arquitectura de L. Feininger.
Bocetos sueltos a lapiz:

A) Schlawe, 1933 (18,1 x 14,2 cm); coleccion
particular

B) Hildesheim, 1921 (16,8 x 13,4 cm); coleccion
particular

C) (Sin titulo) Torre de St. Geneviéve, Paris, 1906
(18,2 x 13,4 cm); Moeller Fine Art., N.Y.
Apuntes entonados a lapiz:

D) (sin titulo) Patio trasero de Paris, 1907 (24,1 x
16,2 cm); coleccion particular

E) (Sin titulo) Iglesia de Saint-Valéry, Quberville,
1906 (18,2 x 13,4 cm); Moeller Fine Art., N.Y.
F) Ribnitz, 1905 (33 x 25 cm); Moeller Fine Art.,
N.Y.

G) Middelhagen, 1902 (26,4 x 21 cm); coleccion
particular

Apuntes a plumilla:

H) The Barns, 1911 (23,8 x 35,7 cm); coleccion
particular.

1) The Philosophers, 1911 (24,1 x 31,4 cm);
coleccion particular

Composiciones a carboncillo:

]) Mellingen VII, 1917 (23,9 x 31,8 cm); Moeller
Fine Art., N.Y.

K) Siissenborn, 1913 (31,6 x 34,1 cm); coleccion
particular

L) Miible, 1912 (23,7 x 32,1 cm); coleccién
particular

En sus clases, Feininger utilizaba
sus propias obras, las xilografias,
exponiéndolas como material do-
cente e intercambiando opiniones
con sus estudiantes; aplicaba una
ensefianza didactica manual, no
tedrica. Se mostraba cada vez mads
critico con las tendencias artisticas
dominantes en la escuela y con el
aumento de su tecnificacion. Inten-
taba transmitir a sus devotos alum-
nos su propia actitud reflexiva ante
la naturaleza. Para él, “la forma
tenia prioridad sobre el color y la
naturaleza estaba por encima de la
abstraccion” (Widauer 2017, p.45).
Pensaba firmemente que el verda-
dero arte no se podia ensefar.

En este productivo periodo en
la escuela también realiz6 numero-
sos Oleos. En la transicion hacia la
pintura sigui6 utilizando su faceta
de dibujante. Nunca se conforma-
ba con una tnica obra, sino que
realizaba una serie temadtica sobre
un mismo motivo, que comenzaba
con una sucesién de dibujos del
natural dispersos temporalmente;
cada uno con un lenguaje distinto.
Siempre los completaba enmar-
candolos linealmente.

4. Architectural drawings by L. Feininger.

Rough pencil sketches:

A) Schlawe, 1933 (18.1 x 14.2 cm); private
collection

B) Hildesheim, 1921 (16.8 x 13.4 cm); private
collection

C) (Untitled) St. Geneviéve tower, Paris, 1906
(18.2 x 13.4 cm); Moeller Fine Art., N.Y.
Pencil-shaded drawings:

D) (Untitled) Back patio in Paris, 1907 (24.1 x 16.2
cm); private collection

E) (Untitled) Saint-Valéry church, Quberville, 1906
(18.2 x 13.4 cm); Moeller Fine Art., N.Y.

F) Ribnitz, 1905 (33 x 25 cm); Moeller Fine Art.,
N.Y.

G) Middelhagen, 1902 (26.4 x 21 cm); private
collection

Pen sketches:

H) The Barns, 1911 (23.8 x 35.7 cm); private
collection

1) The Philosophers, 1911 (24.1 x 31.4 cm); private
collection.

Charcoal compositions:

J) Mellingen VII,1917 (23.9 x 31.8 cm); Moeller
Fine Art., N.Y.

K) Siissenborn, 1913 (31.6 x 34.1 cm); private
collection

L) Miihle, 1912 (23.7 x 32.1 cm); private collection

El dibujo como fundamento
del prismatismo geomeétrico

Mientras, seguia dibujando. Sus
principales temdticas eran paisajes
y edificios, pues en sus ratos libres,
después de la docencia, continuaba
realizando excursiones por los pue-
blos de Turingia con sus cuadernos.
Paulatinamente, el lenguaje de sus
grabados iba sufriendo una meta-
morfosis: de un cubismo de gran
fragmentacion, como cristales ro-
tos, pasaba a otras formas mas com-
pactas, aumentando el equilibrio
entre las masas negras entintadas y
el blanco del papel, con un control
absoluto de los trazos. Cultivaba un
estilo similar al de los expresionistas
E. Kirchner y E. Heckel, fundadores
del grupo Die Briicke.

Feininger empezaba todo par-
tiendo del dibujo. Desde los prime-
ros bocetos preparatorios a linea,
apresurados y expresivos, ejecuta-
ba otros mas acabados a lapiz, ya
entonados y con un alto grado de
detalle; después realizaba algunos
con un cuidadoso tratamiento de la
luz y las sombras, a carboncillo o
plumilla, pudiendo también versio-

graphics would come alive in wood carvings 227
of houses, boats and trains made as toys for
his children. This interest in working with

wood continued from 1918 through his highly
skilled production of xylographic plates. His
expertise led W. Gropius 5 to offer him the
position of head of the Bauhaus's engraving
and printing studio, which arose as a merger

of two schools (the fine arts school and the

arts and crafts school) that came about to
double up students’ theoretical and practical
training. The theoretical learning was led by P.
Klee as teacher of geometric forms, while V.
Kandinsky taught colour theory. Both would be
influential in his career 6, and with Jawlensky
they would form Die Blaue Vier. This instruction
was complemented with the craft training that
Feininger would teach in the studio and in a
way that was more focused on the handling

of materials. Together they “would endeavour
some years later to renew the connection
between art and life from the Bauhaus”
(Benévolo 1974, p.424).

Thus ended a hard period as an independent
artist. Feininger was commissioned to make the
cover for the school's statutory documentation.
He put the Bauhaus into image form with an
expressionist print of a Gothic building known
as the Cathedral of light—or of socialism. It was
a simile for the reclamation and integration

of all crafts, like in medieval workshops. All
this was for the sake of achieving a total work
of art: a fusion designed for everyone that
would encompass architecture 7, painting and
sculpture, symbolized in the print’s three stars.
In his classes, Feininger used his own works,
including his xylographic ones, putting them
forward as teaching materials and exchanging
opinions with his students. He conducted
hands-on, didactic teaching that was not theory
based. He became more and more critical over
the artistic trends that dominated in the school
and over its increasingly technical approach. He
tried to convey his reflective attitude towards
nature to his devoted students. For him, “form
had precedence over colour and nature was
above abstraction” (Widauer 2017, p.45). He
firmly believed that true art could not be taught.
During this productive period at the school, he
also completed numerous oil paintings. As he
transitioned to painting, he continued making
use of his drawing skills. He could never be
satisfied with a single work. Rather, he would
produce a thematic series on a single motif,
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beginning with a series of natural drawings
scattered over time, each of which featured a
different language. He always completed them
by framing them with lines.

Drawing as the foundation for
geometric prismism

Meanwhile, he continued drawing. His main
themes were landscapes and buildings, and
in his spare time after teaching, he continued
to go on excursions through the villages of
Thuringia with his sketch books. Gradually,
the language of his prints underwent a
metamorphosis: from a highly fragmented
cubism similar to broken glass, he moved on
to other more compact forms, increasing the
balance between inked black masses and
the white of the paper, with absolute control
over his lines. He cultivated a style similar to
the expressionists E. Kirchner and E. Heckel,
founders of the Die Briicke group.

Feininger started everything from drawing. To

nar la misma composicién en acua-
rela como prueba de color; vy, final-
mente, si le satisfacia, la transferia
al lienzo. Asi, entre 1913 y 1936,
desarroll6 un ciclo de doce pinturas
y cientos de dibujos sobre la peque-
fna iglesia medieval de Gelmeroda,
en los que muestra su fijacion por
la perfilada aguja; distorsionando y
alejando en la secuencia el punto de
vista y simplificindolo geométrica-
mente (Fig. 6). También cre6 otra
serie monumental, mas reducida,
de la iglesia de Nuestra Sefiora de
Halle, entre 1929 y 1931, donde
prevalecian consolidandose en las
vistas los mismos esquemas com-
positivos —la diagonal y la flecha en
la interseccion de las torres— (Fig.
7); ademas de otras sobre las igle-
sias de Zirchow y Umpferstadt.

5. L. Feininger. Vistas del puente de la ciudad de
Weimar:

A) Dier beiden Angler, 1916; apunte a la acuarela
(24,1 x 31,4 cm); The MoMA, N.Y.

B) Oberweimar, 1917; tinta y carboncillo (23,6 x
30,6 cm); coleccion particular

C) Briicke von Weimar (Puente IV), 1918; 6leo (63
x 90 cm); Museo Davos (Suiza)

D) Briicke 0 (Puente 0), 1912, 6leo (80,3 x 100,3
cm); coleccion particular. E. Briicke V (Puente

V), 1919; dleo (80,3 x 100,3 cm); Philadelphia
Museum of Art

5. L. Feininger. Views from Weimar's bridge:

A) Dier beiden Angler, 1916; watercolour sketch (24.1
x 31.4 cm); The MoMA, N.Y.

B) Oberweimar, 1917; ink and charcoal (23.6 x 30.6
cm); private collection

C) Briicke von Weimar (Bridge 1V), 1918; oil (63 x 90
cm); Davos Museum (Switzerland)

D) Briicke 0(Bridge 0), 1912, oil (80.3 x 100.3 cm);
private collection. E. Briicke V (Bridge V), 1919; oil
(80.3 x 100.3 cm); Philadelphia Museum of Art




6. L. Feininger, serie sobre la iglesia de Gelmeroda:
A) Gelmerode, 1906; apunte entonado a lapiz
(24,3 x 15,8 cm); coleccion particular

B) (Sin titulo) Torre de la iglesia, 1913; apunte
entonado a lapiz (19,7 x 16,2 cm); Moeller Fine
Art, N.Y.

C) (Sin titulo), 1925; boceto a lapiz (20,3 x 15,8
cm); coleccion particular

D) (sin titulo) 1913; grabado en madera a la

fibra (28,1 x 22); Kunstsammlungen Chemnitz.
Coleccion Loebermann

E) (Sin titulo) 1920; grabado en madera a la fibra
(45,5 x 34 cm); Kunstsammlungen Chemnitz.
Coleccion Loebermann

F) Gelmeroda VI, 1916; composicion a carboncillo
(29 x 23 c¢m); Kunstsammlungen Chemnitz.
Coleccion Loebermann

G) Gelmeroda XII, 1929; 6leo (100,7 x 80,6 cm);
Risd Museum, Providence

6. L. Feininger, series on the church in Gelmeroda:
A) Gelmerode, 1906; pencil-shaded drawing (24.3 x
15.8 cm); private collection

B) (Untitled) church tower, 1913; pencil-shaded
drawing (19.7 x 16.2 cm); Moeller Fine Art, N.Y.

C) (Untitled), 1925; pencil sketch (20.3 x 15.8 cm);
private collection

D) (Untitled) 1913; woodcut (28.1 x 22);
Kunstsammlungen Chemnitz. Loebermann collection
E) (Untitled) 1920; woodcut (45.5 x 34 cm);
Kunstsammlungen Chemnitz. Loebermann collection
F) Gelmeroda VI, 1916; charcoal composition (29 x
23 cm); Kunstsammlungen Chemnitz. Loebermann
collection

G) Gelmeroda XI1,1929; oils (100.7 x 80.6 cm); Risd
Museum, Providence

A partir de 1929, Feininger tam-
bién utiliz6 la fotografia como ele-
mento de control compositivo, pues
le facilitaba captar rapidamente di-
ferentes visiones con efectos expre-
sivos, casi dindmicos, “acelerando”
las perspectivas para luego compro-
bar su mirada sobre el lienzo; solia
oscurecer la toma para rebajar su
definicion y contrastar la imagen
—buscando el contraluz—, intensifi-
cando y clarificando su vision. Esto
se aprecia en los audaces encuadres
de la serie sobre Halle, sondeados
paralelamente con el apoyo de ci-
mara y lapiz. A veces incluso recor-
taba las fotos para ensayar distintas
configuraciones.

Su particular estilo, que ya es-
taba presente en sus grabados, lo
denominé como “prisma-ismo”
(Hess 1959, p.56). En él, domina-
ban las composiciones de prismas
planos, encadenados entre si, que
recordaban fragmentos poliédricos
de cristal: “tridngulos superpues-
tos que parecen transparentes, su-
giriendo asi una sucesion de capas
(...) Todas esas formas parecen en-
samblarse para comunicar la idea
de profundidad y permitir que el
artista simplifique los contornos

the first preparatory line sketches, hasty and
expressive, he added further touches in pencil,
shaded and with a high degree of detail. Later,
he made more with a careful handling of light
and shadow, with charcoal or pen, and he also
made versions of the same composition in
watercolour as a colour test. And, finally, if he
was satisfied with it, he transferred it to the
canvas. Between 1913 and 1936, he completed
a cycle of twelve paintings and hundreds of
drawings on the small medieval church in
Gelmeroda, in which he reveals a fixation with
its sleek spire. Within the sequence, he distorts
and pulls back the viewpoint and geometrically
simplifies it (Fig. 6). He also created another,
smaller monumental series of the Church of our
Lady in Halle, between 1929 and 1931, where
the same compositional schemes —diagonals
and the spire at the intersection of the towers—
(Fig. 7) were consolidated in the views. And he
produced others on the churches in Zirchow
and Umpferstadt.

From 1929, Feininger also used photography

as a compositional element, since it allowed
him to quickly capture different visions with
expressive, almost dynamic effects, “hastening”
the perspectives to then confirm his gaze on the
canvas; he would often darken shots to lower
their definition and contrast the image —seeking
backlighting— intensifying and clarifying the
view. This can be seen in the bold framing of
the series on Halle, which was explored with
the parallel support of the camera and pencil
work. Sometimes he even cut photos to test out
different configurations.

1jei6 ugisasdxa

229



230



7. L. Feininger, serie sobre la Marienkirche de
Halle (dos composiciones):

Composicion 1:

A) (Sin titulo) 1929; boceto a lapiz (15,1 x 10,7
cm); Kunstmuseum Moritzburg Halle

B) Halle, Stadtkirche, 1929; apunte entonado

a carboncillo (39,2 x 29,3 ¢m); Kunstmuseum
Moritzburg Halle

C) (Sin titulo) Vista de la iglesia desde el sudoeste,
1929; fotografia (7,2 x 5,3 cm); Kunstmuseum
Moritzburg Halle

D) (Sin titulo) 1931; 6leo (100,5 x 80 cm); Von
der Heydt-Museum Wuppertal

Composicion 2:

E) (Sin titulo) Iglesia con flecha, 1930; 6leo (100 x
80 cm); Kunstmuseum Moritzburg, Halle

F) (Sin titulo) Vista desde el este, 1929; boceto a
lapiz y pinturilla (25,4 x 18,8 cm); Kunstmuseum
Moritzburg Halle

G) Stadtkirche Halle, Abendstunde, 1929;
apunte entonado a carboncillo (35,5 x 27,9 cm);
Kunstmuseum Moritzburg Halle

H) (Sin titulo) Vista de la iglesia desde el este,
1931; fotografia (7,2 x 5,3 cm); Kunstmuseum
Moritzburg Halle

de los objetos sin que el cuadro
parezca plano” (Gombrich 2002,
p.581).

La luz de Deep y su vision
romantica

La unidad del conjunto se lograba
mediante el tratamiento y control
absoluto de la luz. No existia un
foco unitario; era una iluminacion
trasparente, cristalina, que emer-
gia refractindose desde las capas
mas profundas del 6leo envolvien-
do las arquitecturas y enfatizando
las diagonales. Aplicaba el 6leo
por estratos finos, rebajando su
densidad, como capas de acuarela,
ligeras veladuras que le permitian
una gran diversidad de tonos (Fig.
8). Su procedimiento “no sélo le
permitié transmitir su sentido de
espacio, sino también el del movi-
miento” (Gombrich 1950, p.581).
Aplicaba la lecciéon aprendida
de los cubistas para conseguir el
volumen, el espacio, a través del
tratamiento del color; a mds to-
nos, mas dinamismo y agitacion.
Consigui6 asi un depuradisimo y
cristalino cubismo de corte figura-
tivo que rozaba lo sublime, casi lo
espiritual, al ir aumentando gra-
dualmente la abstraccion.

7. L. Feininger, series on the Marienkirche in Halle
(two compositions):

Composition 1:

A) (Untitled) 1929; pencil sketch (15.1 x 10.7 cm);
Kunstmuseum Moritzburg Halle

B) Halle, Stadtkirche, 1929; charcoal-shaded sketch
(39.2 x 29.3 cm); Kunstmuseum Moritzburg Halle

C) (Untitled) View of the church from the
southwest, 1929; photo (7.2 x 5.3 cm); Kunstmuseum
Moritzburg Halle

D) (Untitled) 1931; oils (100.5 x 80 cm); Von der
Heydt-Museum Wuppertal

Composition 2:

E) (Untitled) Church with spire, 1930; oils (100 x 80
cm); Kunstmuseum Moritzburg, Halle

F) (Untitled) View from the east, 1929; pencil

and paint sketch (25.4 x 18,8 cm); Kunstmuseum
Moritzburg Halle

G) Stadtkirche Halle, Abendstunde, 1929; charcoal-
shaded sketch (35.5 x 27.9 cm); Kunstmuseum
Moritzburg Halle

H) (Untitled) view of the church from the east,
1931; photograph (7.2 x 5.3 ¢cm); Kunstmuseum
Moritzburg Halle

Esta evoluciéon se vio impulsada
por el descubrimiento de Deep, un
pequeiio pueblo costero que Fei-
ninger utilizé de refugio vacacional
durante una década. Las vistas del
Baltico donde se fundian cielo, mar
y tierra lo sedujeron por completo,
dejandose llevar en sus marinas por
esa sensacion de infinitud. Eran pai-
sajes de una inmensa profundidad,
que traspasaba a la composicion
articulando y superponiendo los
planos horizontales de los distintos
sustratos fisicos. El tratamiento va-
poroso de las luces favorecia la diso-
lucién de los contornos. Podia incor-
porar también otros motivos, como
veleros, fusionando sus formas con
el fondo espacial (Fig. 9).

La figura humana se disponia
en primer plano, pero ya no era el
objeto protagonista —como en sus
ilustraciones parisinas—, pues estaba
subordinada a la naturaleza. Estos
personajes solitarios, de reducida
escala, aparecian en actitud contem-
plativa, al igual que en las pinturas
de Caspar David Friedrich o William
Turner. Feininger conectaba asi con
la vision de los romanticos del siglo
xIX versionandolos en el lenguaje de
las vanguardias del xx, con unas to-
nalidades mas coloristas y luminosas
(Fig. 10). Las atmosféricas luces de

He termed his particular style, which was 231
already present in his prints, “prismism”
(Hess 1959, p.56). Within it, what dominated
were compositions of flat prisms chained
together, recalling polyhedral glass
fragments: “Overlapping triangles that look
transparent, thus suggesting a succession

of layers (...) All these forms seem to be
assembled to communicate the idea of depth
and allow the artist to simplify the contours of
objects without making the picture look flat”
(Gombrich 2002, p.581).

The light of Deep and
Feininger’s romantic vision

Unity of the whole was achieved through his
handling of and absolute control over light.
There was no unitary focus; it was transparent
crystalline lighting that emerged through
refraction from the deeper layers of oil that
surrounded the architecture and emphasized
diagonals. He applied oil in thin strata, lowering
its density, in a manner similar to layers of
watercolour, in a light glazing that offered him
a great diversity of tones (Fig. 8). The procedure
“not only allowed him to convey his sense

of space, but also his sense of movement”
(Gombrich 1950, p.581). He applied the lessons
learned from the cubists to achieve volume

and space through the handling of colour; the
more tones, the more dynamism and agitation.
Through this, he achieved a very polished and
crystalline figurative cubism that verged on

the sublime and almost the spiritual as the
abstraction gradually increased.

This evolution was driven by the discovery

of Deep, a small coastal town that Feininger
used as a holiday refuge for a decade. The
views of the Baltic Sea, in which sea, sky
and land melted together, seduced him
completely, and he let himself be swept away
by the shores’ sense of infinity. They were
landscapes of an immense depth, which he
transferred into compositions by articulating
and overlapping the horizontal planes of

the different physical substrates. His hazy
treatment of light favoured the dissolution of
contours. He also incorporated other motifs,
such as sailing boats, merging their forms
with the spatial background (Fig. 9).

The human figure was set out in the foreground,
but it was no longer the leading object, like it
was in his Parisian illustrations. It was now
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8. L. Feininger, (sin titulo) cristales rotos, 1927;
6leo (72 x 70 cm); coleccion particular. Moeller
Fine Art, Nueva York

9. L. Feininger, Puesta de sol en Deep, 1930; 6leo
(47,9 x 77,8 cm); Museum of Fine Arts, Boston
10. Visiones romanticas sobre un mismo tema:
A) J. M. William Turner, The Evening Star, 1830;
oleo (91,1 x122,6 cm); National Gallery, Londres
B) Caspar David Friedrich, Monje frente al mar,
1809; 6leo (110 x 171 cm); Alte Nationalgalerie,
Berlin

C) L. Feininger, Nube pdjaro, 1926; 6leo (43,8 x
71,1 cm); Art Museum, Harvard

8. L. Feininger, (untitled) broken glass, 1927; oils (72 x
70 cm); private collection. Moeller Fine Art, New York
9. L. Feininger, Sunset in Deep, 1930; oil painting (47.9
x 77.8 cm); Museum of Fine Arts, Boston

10. Romantic visions of the same theme:

A) J. M. William Turner, The Evening Star, 1830; oils
(91.1 x122.6 cm); National Gallery, London

B) Caspar David Friedrich, The Monk by the

Sea, 1809; oil on canvas (110 x 171 cm); Alte
Nationalgalerie, Berlin

C) L. Feininger, Bird cloud, 1926; oils (43.8 x 71.1 cm);
Art Museum, Harvard

subordinate to nature. These solitary, small-size
characters appear in a contemplative attitude,
just like in paintings by Caspar David Friedrich
and William Turner. Feininger thus connected
with the romantics’ nineteenth-century vision,
which he translated into the language of the
avant-garde movements of the twentieth
century, with mare colourful and brighter
shades (Fig.10). Deep’s atmospheric lights
provided his gaze with a greater spirituality.
His forms, which came from cold cubism, thus
acquired a greater sensitivity. This romanticism
was also revealed in his preference for vertical
architecture, including Gothic churches whose
towers fled to the sky; they are as transparent
and prismatic as some of Mies van der Rohe's
drawings for the Friedrichstrasse.

Feininger’s final years in
America: spiritual abstraction

Feininger remembered his period in the
Bauhaus as the happiest of his life. Mies closed
the school in 1933. Its members were branded
“salon Communists.” The situation in Germany
was unbearable. The rise of the Nazis, the
Jewish origins of his wife and their links with
the degenerate art exhibition in Munich, where
he exhibited 19 works —378 were confiscated—
made him go back to the United States in 1937,
by which point he was in his sixties, taking up
residence in New York. “I have been feeling

Deep dotaron de una mayor espiri-
tualidad su mirada. Sus formas, pro-
cedentes del frio cubismo, adquirie-
ron asi una mayor sensibilidad. Este
romanticismo se mostraba también
en su preferencia por las arquitectu-
ras verticales, las iglesias goticas cu-
yas torres fugaban al cielo; tan trans-
parentes y prismdticas como algunos
dibujos de Mies van der Rohe para
el Friedrichstrasse.

Ultimos afios en América: la
abstraccion espiritual

Feininger recordard su periodo en
la Bahuaus como el mas feliz de
su vida. Mies clausurd la escuela
en 1933. Sus miembros fueron ta-
chados de comunistas “de salén”.
La situacién en Alemania era insu-
frible. La llegada del nazismo, los
origenes judios de su esposa y su
vinculacion con la exposicion de

Tpinces

Arte degenerado en Munich don-
de expuso 19 obras —378 fueron
confiscadas— hicieron que volviera
a los Estados Unidos en 1937, ya
sexagenario, fijando su residencia
en Nueva York. “Me siento vein-
ticinco afios mas joven desde que
marcho a un pais donde la fanta-
sia en el arte y la abstraccion no se
consideran un crimen” (Hess 1959,
p.138), escribiria a su hijo Lux. Co-
menzaba asi una nueva etapa en un
pais, el suyo propio, donde era un
perfecto desconocido.

Tard6 dos afos en volver a pin-
tar en esta nueva adaptacion, retor-
nando recurrentemente a sus temas
de barcos y marinas. Empezd a
prosperar con los encargos de mu-
rales para la Exposicion Universal
de Nueva York de 1939. El Me-
tropolitan le compré trabajos y el
MoMA le realiz6 una exposicion
retrospectiva en 1944.



Desde que llegd a América, Fei-
ninger necesitaba un espacio que
le provocara la misma emocién
que Deep. Encontr6é de nuevo ins-
piracion en las arquitecturas en al-
tura, en los modernos rascacielos
neoyorquinos construidos durante
su ausencia y que tanto lo asom-
braron al volver. Pero ahora iba a
despojar a los edificios de toda ma-

terialidad diluyéndolos en una luz
difusa, como una visiéon metafisica.
Pretendia formular una arquitectu-
ra utdpica, casi espectral, sin habi-
tantes, proyectada en el espacio.
Su lenguaje se depurd mas y evo-
lucion6 hacia una abstraccion de
corte geométrico. La luz se convir-
tié en protagonista absoluta. Forzo
todavia mds los puntos de vista,

twenty-five years younger since leaving for a
country where fantasy in art and abstraction are
not considered a crime” (Hess 1959, p.138), he
wrote to his son Lux. And so he began a new
era in a country —his own—where he was a
perfect stranger.

It took twao years for him to go back to painting
under these new adjustments, and he time
and again returned to his themes of boats

and shores. He began to thrive following
commissions for murals for the World's Fair in
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New York in 1939. The Metropolitan bought
his works and MoMA hosted a retrospective
on him in 1944,

Following his arrival in America, Feininger
needed a space that provoked the same
emotions in him as Deep had. In the modern
New York skyscrapers that had been built
during his absence and that amazed him upon
his return, he once again found inspiration in
high-rise architecture. But now he would strip
buildings of any materiality by diluting them

in a diffused light, like a metaphysical vision.
He attempted to formulate an almost spectral,
utopian architecture, without inhabitants and
projected over space.

His language became more refined and evolved
into abstraction of a geometric kind. Light
became the absolute protagonist. He forced
still more points of view, elevating them to

the height of the rooftops to have a greater
presence in the ethereal skies. Gradually, the
number of drawings decreased as he focused
his interest on the embodiment of the work. At
the same time, he became more isolated. In

his late compositions he replaced his faceted
crystals and his luminous prismatic language
with fog and shadow that suggesting a greater
spirituality. He never ended up being completely
abstract or radically breaking with form, as he
always left figurative traces —an aura of original
nature that he always bowed down to (Fig. 11).
Lyonel Feininger died in 1956, aged 84, in

the same city that witnessed his birth and
welcomed him in exile. His art, always faithful
to drawing, nature and motifs from his memory,
was practically forgotten for decades, as if
wrapped in a sublime dusk mist—just like the
light in his last works (Fig. 12).

Conclusions

Feininger showed a great passion for drawing
throughout his life and always maintained a
very close relationship with architecture. From
his beginnings as an artist he relied on his great
production of natural sketches for the themes
in his paintings, going back to them again

and again over the years, thereby producing
extensive thematic series for each motif. These
sketches also allowed him to experiment with
and try out compositions for his major works,
namely oil paintings.

Little by little, through the evolution of these
graphic series he overcame the spatial
limitations imposed by a single perspective,

11. L. Feininger, Lunar Web, 1951; oleo (54 x
92,1 cm); Brooklyn Museum, Nueva York

12. L. Feininger, (sin titulo) vista de las azoteas de
Manbhattan, 1955; 6leo (80 x 99,7 cm); Coleccion
Bea y Urs Meier-Meyer, Nueva York

elevandolos a la altura de las azo-
teas para tener mayor presencia de
los etéreos cielos. Paulatinamente,
la cantidad de dibujos decrecia cen-
trando su interés en la propia mate-
rializacion de la obra; a la vez que
aumentaba su aislamiento. En sus
composiciones ya tardias remplazo
su facetado cristalismo, su lumi-
noso lenguaje prismatico, por una
niebla y sombra que sugerian una
mayor espiritualidad. No acabé de
ser nunca del todo abstracto, de
romper radicalmente con la forma,
pues siempre dejo un poso figurati-
vo; un halo de la naturaleza origi-
nal a la que siempre rindi6 pleitesia
(Fig. 11).

Lyonel Feininger muri6 en 1956,
a los 84 afos, en la misma ciudad
que lo vio nacer y acogid en su exi-
lio. Su arte, siempre fiel al dibujo,
la naturaleza y los motivos de su
memoria, cay0 practicamente en el
olvido durante décadas, envuelto
como por una sublime bruma de
atardecer; igual que la luz de sus
ultimas obras (Fig. 12).

Conclusiones

Feininger mostré una gran pasion
por el dibujo a lo largo de su vida y
mantuvo siempre una relacién muy
cercana con la arquitectura. Se
apoy6 desde sus inicios artisticos
en su gran produccion de apuntes
del natural para obtener los temas
de sus pinturas, volviendo a ellos
una y otra vez a lo largo de los
anos, constituyendo asi amplias se-
ries tematicas de cada motivo; a la
vez que le servian de experimento y
ensayo para la composicion de sus
obras mayores, los 6leos.

Poco a poco, mediante la evo-
lucion de estas seriaciones grafi-
cas fue superando las limitaciones
espaciales impuestas por el punto

11. L. Feininger, Lunar Web, 1951; oils (54 x 92.1 cm);
Brooklyn Museum, New York

12. L. Feininger, (Untitled) view of rooftops in
Manhattan, 1955; oils (80 x 99.7 cm); Bea and Urs
Meier-Meyer Collection, New York

de vista tnico, primero en su etapa
prismatica de clara influencia cu-
bista. Las lineas de fuga se fueron
convirtiendo en dindmicos planos
cromadticos, transfigurdandose con
el tiempo, por efecto de la luz, en
un espacio poético mas abstracto
de gran trascendencia, en el que el
dibujo ya no tuvo tanta justifica-
cion ni poder de decisidon; rompien-
do practicamente con la perspecti-
va en su ultimo periodo americano
mas abstracto. m

Notas

1/Es menos conocida su faceta musical. Feininger
compuso fugas entre 1921 y 1927 en Alemania.
No obstante, reservo solo para un reducido grupo
el resultado de esta intima busqueda personal.

2/ Era conocido como “maestro de la forma” en
la Bahuaus.

3/En abril de 1954 escribia: “Llevo dias reunien-
do el material que necesitaré para trabajar este
verano. Es una tarea realmente fascinante, revisar
varios miles de viejos apuntes y recordar su épo-
ca” (Biiche 2017, p.38).

4/ Gracias a esta exposicion (111 obras) en sep-
tiembre de 1917, hace ya 100 afios, Feininger
afianzé su posicion artistica en Alemania. Duran-
te su vida, realiz6 88 exposiciones individuales y
participé en 43 colectivas, repartidas principal-
mente entre Alemania y EE.UU.

5/ Gropius era un amigo fiel, pero laboralmente
se manifestaban profundas diferencias: “«For-
ma»”, decia Gropius; «Expresionismo», sentia
mi padre”, apuntaba su hijo Lux (Feininger 2017,
p.48).

6/ Vinculados al expresionista Novembergruppe.

7/ Aunque la primera fase de Weimar no tuvo sec-
cién de arquitectura, la cercania de Feininger con
esta disciplina lo llevaria a dibujar in situ cientos
de bocetos, considerdndole, segin A.Behne, el
maximo exponente de esta pintura en Alemania
(Torres et al. 2014).

Referencias

— BENEVOLO, L. 1974. Historia de la ar-
quitectura moderna; ed.1987, Gustavo
Gili, Barcelona.

— BUCHE, W. 2017. “Lyonel Feininger: de
la caricatura a la inmaterialidad del espi-
ritu”, Lyonel Feininger (1871-1956); Fun-
dacion Juan March, Madrid, pp.34-41.

— FEININGER, T.L. 1965. Lyonel Feinin-
ger. La ciudad en los confines del mundo;
ed. semi-facsimil 2017, Fundacién Juan
March, Madrid.

— GOMBRICH, E.H. 1950. La Historia del
Arte; ed.2002, Debate, Madrid.

— HESS, H. 1959. Lyonel Feininger; Verlag
Kohlhammer, Stuttgart.



TOBIEN, E. 1988. Lyonel Feininger; Kir-
chdorf-Inn, Berghaus.

TORRES, A.; SERRA, J.; LLOPIS, J.; y
GARCIA, A. 2014. “El cuaderno de viaje
de Lyonel Feininger en Nueva York, Ber-
lin, Paris y sus animadas arquitecturas”,
El dibujo de viaje de los arquitectos; Las
Palmas, pp.658-665.

— WEBER, K. 2006. “Klipp und klar die
Druckerei. Lyonel Feininger am Bau-
haus”, en MOSSINGER, I.(ed.), Lyonel
Feininger; Munich, Prestel, p.119.

— WIDAUER, H. 2017. “Feininger en Ale-
mania: su obra grdfica y la Bauhaus”,
Lyonel Feininger (1871-1956); Fundacion
Juan March, Madrid, pp.42-49.

G¢ eoiugjaaynbie eaiyesb uoisasdxa

first of all in his prismatic phase, which was 235
clearly influenced by cubism. His vanishing [/\/]
lines turned into dynamic chromatic planes,
becoming transfigured over time, through the
effect of light, into a more abstract poetic
space of great transcendence, in which
drawing ceased to have such justification

or decision-making powers. And he virtually
broke away from perspective in his final, more
abstract period in America. |

Notes

1/ His musical side is less well known. Feininger composed
fugues between 1921 and 1927 in Germany. However, he set
aside the results of this intimate personal exploration for a select
group.

2/ He was known as the “master of form” within the Bauhaus.
3/In April 1954, he wrote: “For days I've been gathering the
material that | need to work this summer. “Reviewing thousands
of old sketches and recalling that period is a really fascinating
task” (Buche 2017, p.38).

4 / Thanks to this exhibition (111 artworks) in September 1917,
100 years ago, Feininger cemented his position as an artist in
Germany. During his lifetime, he undertook 88 solo exhibitions
and participated in 43 group ones, mainly in Germany and the
United States.

5 / Gropius was a faithful friend, but there were major
professional differences between them: “‘Form,” Gropius said;
‘Expressionism,” my father felt,” his son Lux said (Feininger 2017,
p.48).

6/ Linked to the expressionist Novembergruppe.

7/ Although the Bauhaus did not have an architecture section in
its first phase in Weimar, Feininger’s familiarity with this disci-
pline led him to draw hundreds of in situ sketches. According to
A. Behne, he was considered the leading exponent of this form in
Germany (Torres et al. 2014).
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