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A SALUTE TO ALEXANDER CALDER

Throughout his long career as one of the pioneering
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Calder's first fame came from his performance of his

miniature circus before the avant-garde. The impact the

circus had on these intellectual and social circles is per-







above THE HORSE. (1928)
The Horse is an early combination carved-and-constructed piece: it
prefigures the structure of the later metal stabiles.

“Metal is more flexible for shapes, shapes in wood are limited by the
grain.” (Conversation)

below COW. (1929)
“The form isn't very elegant.” (Conversation)

haps best indicated by the circumstance that years later
Thomas Wealfe, in his novel You Can't Go Home Again,
would use a performance of the circus as a focus for his
stinging comment on a social miliev that used art and
artists as a diversion.

“Yes, Mr. Piggy logan waos the rage that year. He was
the creator of a puppet circus of wire dolls, and the
applause with which this curious entertainment had been
greeted was astonishing. Not to be able to discuss him
and his little dolls intelligently was, in smart circles, akin
to never having heard of Jean Cocteau or Surrealism;
it was like being completely at a loss when such names
as Picasso and Brancusi and Utrillo and Gertrude Stein
were mentioned. Mr. Piggy logan ond his art were
spoken of with the same animated reverence that the
knowing used when they spcke of one of these. ...

“The highest intelligences of the time—the very subflest
of the chosen few—were bored by many things....
They were bored with living, they were bored with dy
ing, but—they were not bored that year with Mr. Piggy
logan and his circus of wire dolls....

“ _.There were miniature circus rings made of rounded
strips of tin or copper which fitted neatly together. There
were trapezes and flying swings. And there was an
astonishing variety of figures made of wire to represent
all the animals and performers. There were clowns and
trapeze artists, acrobats and tumblers, horses and bare-
back lady riders. There was almost everything that one
could think of to make a circus complete, and all of it
was constructed of wire....

“It started, as all circuses should, with a grand pro
cession of the performers and the animals in the me
nagerie. Mr. Llogan accomplished this by taking each
wire figure in his thick hand end walking it around the
ring and then solemnly out again. ...

“Then came an exhibition of bareback riders. Mr.
logan galloped his wire horses info the ring and round
and round with movements of his hand. Then he put the
riders on top of the wire horses, and, holding them firmly
in place, he galloped these around too. Then there was
an interlude of clowns, and he made the wire figures
tumble about by manipulating them with his hands. After
this came a procession of wire elephants....”

These performances provided Calder not only with
money to eat but with infroductions fo the most ad-
vanced artists of the time. In Paris he met Miré (although
he did not immediately assimilate the significance of
Mird's work), and ultimately Arp, Léger, and other mem-
bers of Abstraction-Creéation, the exhibiting group of
the Neo-Plasticists and Constructivists in Paris. Gradually
he turned the emphasis away from the circus and began
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above COW. (1929)

below SOW. (1928

to construct and exhibit large wire figures. Josephine
Baker was the first subject o be treated in this large
format. Though many of the wire sculptures are carica-
tures, they are—the portraits in particular—the first sculp-
fures in which Calder makes use of multiple views,
constructs a sculpture in which cll sides can be seen at
once, and modulates space as if it were a palpable
volume.

It cannot be claimed that Calder was pursuing any
radically new, original course in sculpture af this time.
Open-form sculpture was under constant discussion dur-
ing these years; with the collaboration of Gonzalez,
Picasso was also working with wire. But, whereas he
was soldering and using wire s a stiff, sticklike element,
Calder, who has always preferred mechanical construc-
tions, was creating in the manner that has remained
characteristic for him. He has always found it easier fo
think with his hands, to think in terms of specific mate-

rials. He bends and twists wire fo outline planes and

res as if wire were a fluid line
drawn in space. The flexibility of these wire figures shows

volume and follow fe

that from the first Calder displayed a propensity for mov-
ing form. He had become so facile with wire representa-

tions that he could make a piece like Sow on demand in

fiffeen minutes. But, by 1930, he was ready for new chal-
lenges. An earlier piece of 1928, Elephant Chair with
Llamp, already shows elements of much later standing
mobiles: o fixed organic form for o base, a wire arm
extended from the apex, with mobile elements suspended
from it. Calder quickly began to move into new areas.

It is at this time that Consfructivist ideas seem to have
provided him with a new context for open-form sculp-
ture. Consfructivism had originated in Russia during the
Revolution with the brothers Naum Gabeo and Antoine
Pevsner, who spread its ideas first to Germany and then
to Paris during the twenties. In both countries it had
significant effects, becoming a focus for plastic innova-
tions. In 1920 Gabo had written the Realistic Manifesto
in which he announced the Constructivist break with the
plastic tradition that hod dominated Western art for
“1000 years.” Among his pronouncements are several
that seem appropriate to Calder:

“The realization of our perceptions of the world in
the forms of space and time is the only aim of our pic-

torial and plastic art....we construct our work as the
universe constructs its own, as the engineer consiructs
his bridges, as the mathematician his formula of the
orbits....everything has

own essential imoge....all

[are] entire worlds with their own rhythms, their own
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A UNIVERSE. [1934)

“The orbits are all circular arcs or ci
to disappear against a white backgrou

elements, their forms and colar
The aesthetic value of these

Familiarization is necesse

12

s, and their orhits, speeds and ¢

cles. The supports have been painted

{ fo leave nothing but the mo

primarily in terms of forms rather than represent
hence the distinction.

The Maondrians that had initiated the change in Cald-
er's formal cpproach were rectangular, but os soon as
Calder turned to three dimensions he thought in terms
of round shapes. “Two hoops of wire intersecting form
asphere...a sphere is one of the most elementary shapes
...like drops of water.” Calder has connected the idec
of spheres and elementary shapes with the idea of the
universality of form and the universe itself in a very
pragmatic interpretation of Gabo’s statements. Plastic

art was universal art, and the idea of the universe, ifs
a moving system, led him into movement, In o statement
of 1951 he wrote: “...the underlying sense of form in
my work has been the system of the Universe, or part
thereof. For that is a rather large model to work from.
What | mean is the idea of detached bodies floating in
space, or different sizes and densities, perhaps of dif-
ferent colors and tempe
larded with wisps of goseous condition, ond some ot

tures, surrounded and inter-

ra
rest, while others move in peculiar mar seems to
me the ideal source of fo

Calder’s transition inte mechani

movement in the

in P

series of manual and motorized mobiles shown

aris

his multi-faceted background. Perhaps first is his training
as a mechanical engineer, which has grown rather than

diminished in impartance. | was studying a lot of theory

engineering is no

just practically impertant, for building motor

: it is conceptually impo i. A mechanical engineer
studies machines from the point of view of efficient mo-
tion: he is technically concerned with kinetic theor

including the movement of liquids and gases. Perhaps

as important were Gabo's ideas about a kinetic art. Al-
though Calder did not meet Gabe during the Abstrac-
tion-Création years, there can be no doubt that his i

as
ir dimensions—the

for the creation of a kinetic art i

fourth dimension being the fime interval inh tin any

movemen! sequence—were a major factor in Calder’s
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earlier mechanized constructions. While Picobia’s own
Dada machine portraits are collages, not kinetic con-
structions, it is also probable that their Dada irony (and




THE BICYCLE. (1948. Free reconstruction of “THE MOTORIZED MOBILE
THAT DUCHAMP LIKED" of ca. 1932)

rity in form, color

size, weight, motion is what makes a composition.

It is the apparent accident to regularity which the artist actually controls

by which he makes or mars o work.” {Autobi

ography)

“I call it Bicycle becouse the me
of a bicycle.” (Conversation)

vement of that bottom pari—reminds me




GIBRALTAR. (1936)

opposite MORNING STAR. (1943

“Names are tags—my things are named loter. Before the 1943 MOMA
show, when Sweeney insisted things should have names, |' used to make a
little drawing when talking about a thing instead of using a nome.... A
eval weapon thrown from o horse—

Morning Star—it's not a star—is o mec
sort of o lance with a round head and little spikes.” (Conversation)

14

even the collage technique) had a strong effect on such

pieces as The motorized mobile that Duchamp liked and
the other motorized ¢

vieces of the next few years which
move in somehow playful, apparently accidental or
irrational patterns,

One catalyst that may have helped to integrate 1

experiences was Calder’s fortuitous viewing in 1928 of
an exhibition of automata taking place in the same build-

ing where an exhibition of his own was being held, al-

though he probably knew automata before this time. The

circus, while not mechanized, is mechanical and, in one
sense, a collection of autemata. It was a re-creation of
a whole world; although, as has been pointed out, its
awkwardness, lack of verisimilitude, and the occasional
failure of a piece to perfarm permits it to be art, thus
taking it out of the range of automata which aim at veri
and perfect me
cus is in fact @ parody of mechanical toys, @ combina-
tion of “natural” and mechanical movement.

is, then, not illogical that at the same time that Calder

similituc chanical performance. The cir-

explored mechanized movement he began to make air-
driven mobiles. Within the next few years the general
cult of faith in the machine as a panacea was io break
down under the assaults of Dada and the Surrealists. As
the machine cult broke down, C e and
more sympathetic to Arp, whom he knew from Abstrac-

lder became mor

tion-Création, and Miré lly introduced bio-
morphic forms, which he added to his geometric shapes
These Surrealist affinities are evident in the work of the

and gracu

late thirties and early forties and account far his inclu-

n in the Exposifion Internafionale du Surréalisme held
er of 1947, At one po

used found objects for his mob

in Paris in the sumi Calder even

but cbandoned that
because it “was a concession to other people’s ideas.”
Pieces like Gibraltar, Morning Star, and the series of
Constellations are among his most overtly Surrealist con-
structions.

The mobile, Calder’s first major mede, represents a
arn sculpture. While the Fu-
turists theorized, and Guabo, after one attempt, aban

major breakthrough for mo

doned kinetic, motor driven sculptures as too primitive,
Calder began seriously to explore the possibilities of ki-
netic sculpture. Between 1931 and 1938, as Jack Burn-
ham, citing George Rickey, in his Beyond Modern Sculp-
fure writes: “Calder in all seriousneass explored a consid-
ercble area of present Kinetic activity before settling on
the hanging mobiles.... It may be helptul to name...the
devices...Calder used in principle: in Kinetics some of
these are sticklike and unstable objects hung in front of






above SWIZZLE STICKS. {1934)

opposite SNOW FLURRY [. (1948)
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a panel producing random shodow effects [Swizzle
Sticks], sculptures propelled by pumped liquids, belt and
wheel systems as an integral part of a sculpture, con-
structions in which elements are interchangeable by
hand, the use of hand-driven cams and crank trains plus
motorized animation of coiled springs.”

While Calder has continued to make motor-driven
sculpture occasionally since his major machine period of
the thirties, it is the air-driven mobile that has dominated
his kinetic work. One reason he concenfrated on natural
movement was that he found motors “too much bother—
they always needed fixing,” but now he feels that he
might have continued if he hadn’t had to make his own
gear-reduction mechanisms, o process that was too bor-
ing and time-consuming. He does not feel, as do some
other kinetic sculptors, that motors do not permit varied
enough movements; he still believes, as he did in 1937,
that with a motor one can produce a

ssitive instead of

a fitful movement,” and that the combination of different
elements and movements, although simple, if varied
enough in period, can give enough variety so as to be
quite interesting.

With the air mobiles he found mefal a more flexible
material for shapes than wood; bul more obviously, if
air currents are to produce movement, the resistance of
a flat surface is more efficient than that of a sphere. The
pieces are arranged so that they operate on the same
principle as sails: when pushed by the air a vertical piece
moves horizontally, a horizontal piece rises. The oppo-
sition of horizontal and vertical pieces will produce
varying movements, and a series of either, or both kinds,
will increase the complexity and duration of the move-
ment. However, a vertical and horizontal cannot be
combined on the same arm because they would waork
too much against each other: each works best with one
kind of wind. Yet the manner in which they are hung, and
the combinations, make them capable of more complex
movement. As Rickey poinis out, these can be: linear
movement, up, down, and across (horizontal), and rota-
tions around these three centers; Calder’s mobiles do not
move around centers lying outside of themselves. (Color
is an integral part of Calder’s plastic images and, far
from being incidental, adds still another variable to the
motion sequence.)

Another example of Calder’s engineering training is
his use of torsion: a slight twist fo the opposite direction
in a piece of wire interrupts the equilibrium of a straight
piece and makes it more susceptible to movement. Calder
uses this principle in wire bases and also in the reverse






above SPIDER. (1939)

opposite MAN-EATER WITH PENNANTS. (1945]
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twist that forms the loop in the wire arms on which
groups of elements are suspended. His pieces are con-
structed on the principle of non-symmetrical equilibrium,
depending on the wind to disrupt balance and overcome
inertia. At that point the elements of the mobile will fol-

low a chain of cause and effect in a series of connected
trajectories until they have completed the series and
come to rest. For Calder the balancing process has be-
come largely intuitive, but is guite exact: his monumental
mobiles are made by mathematical enlargement from the
model and usually work right the first time. i is in his use
of the principle of equilibrium {os stated by Mondrian]
that Cal

fer holds to his idea of the universal model.
The first air mobiles were hung from the ceiling, but
ies. One

ofthese types, Sandy'sButterfly, has been called a mobile-
P

Calder quickly invented several standing varie

stabile. Calder objects strangly to this term because he
“anything that moves is a mobile. There are
two ways to make something move—suspend it from the
ceiling or balance it on a point.”” Again, ... there is the

feels that

idea of an object floating unsupported—the use of a very
long thread—or a long arm in cantilever as a means of
support seems fo best approximate this freedom from the
earth.”

It is interesting to note that at rest many of the hanging
mobiles, the early cnes, in particular, can be lined up in
one plane. Constructivists projected depth by arrange-
ments of planes, but Calder relies on controlled chance
to arrange his planes in space. Many of the standing
pieces are constructed more deliberately in three dimen-
sions land this has been carried into the later mebiles)
but always of elements hung either vertically or hori-
zontally.

It is clear that the problem of support far moving sculp-
ture led Calder into a direct oftack on the formal base
which had always supported sculpture and which had
proved a problem for the Constructivists. Gabo had re-
jected ceiling-hung sculpture; Calder accepts it without
reservation, and he has even suspended mobiles from
the wall. In the large standing mobiles Calder has inte-
grated the base with the sculpiure; the base takes on the
attributes of sculpture but remains, at the same time, a
base. The earliest versions of the standing baose are in
wire, or pipe, with the mobile elements canfilevered from
a central spoke. Pole-supporied mobiles such as Man-
Eater are perhaps the closest Calder has come fo a vir-
tually base-less standing mobile.

A later, more monumental version of the standing-
mobile base is a sheet steel pyramid of either open or







above CONSTELLATION WITH RED OBJECT. (1943)

“In 1943, aluminum was being oll used up in cirplanes and becoming
scarce. | cut up my aluminum boat...and used it for several objects. | also
devised a new form of art consisting of small bifs of hardwood carved into
shapes and sometimes painted, between which d definife relation wos
established and maintained by fixing them on the ends of steel wires. Affer
some consulfotion with Sweeney and Duchamp, who were living in New
York, | decided these objects were to be colled 'constellations.” "
(Autobiography)

opposite SANDY'S BUTTERFLY. (1964
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closed construction with the m’)h'lu arms cantilevered
from the apex (Sandy’s Butterfly). The base works not just
as suppart but as foil to the moving elements, not com-

peting with them but providing a dynamic tension be-

tween stability and mobility, massive form and open form,
ightiness. This I\msu. ba

distinguishable from o

lightness and w se is very c |e"| Iy

le e

lishes as few contact pc vith the ground as possible,

the base of the standing mobile rests flat o the ground

3

the earth is con

ion of freedom from

vard the ap 1ss diminishes

abruptly and the movement takes pl 1other dir

tion, Calder seems to have used certain formal elements
ot the stabiles as bases for standing mobiles. |t is in these
mobiles that base and sculpture are most completely inte-
grated and that the standing mobiles look most like or-
ganisms. In fact, the names are f =ntly animal or, like
Myxomalosis, are conne

The st
ond major mode of Calder’s

Tnimals,

fine it—is the s

e—as gictionaries no

s difficult to de-

ceuy

=

termine the origins of the sic Although Colder has

adopted the term for all his stable sculpture, the open-

form wire constructions shown at Hu-‘- rie Percier, to

which Arp later gave the name “'stab -in conirast to

Duchamp’s name “mobiles” for the -w.:-tc-'iz.r_:[_:l construc-

= ]

t: but the stabile appears to have

tions—are guite diffe 3
nents of the hanging mobile.

its genesis in cerfain e

In 1934 Calder had moved away from strictly geo-
metric shapes and was using "quasi-organic” forms in
three dimensions, hanging them from mobiles. The ele-
ments themselves seem logical extensions of some of
Arp’s Surrealist constructions, ar three-dimensional ren-
derings of some of Miro's forms. No doubt, floor-standing
metal sculpture of Picasso and Gonzalez lurks some-
where in the background. The organic character of these
forms seems to have dictated that they be constructed in
The Whale of 1937, the first of the large
stabiles, seems to have come from the idea of placing

s

one of these organic elements on the ground. It is as if

three dimensions.

the organic quality of the object was so suggestive of an
object in nature that it had to find a resting place: the
ground plane. However, Whale balances rather precar-
iously on twe points; Calder wants the sculpture to ap-
pear to rest as lightly as possible on the ground, to
appear to rise from the ground or to be capable of in-
stantaneous motion. Whale seems to undulate os it rises.
In Whale, Calder had not yet guite achieved a perfect
balance of heavy mass on the ground plane with the
fewest possible contact points as support, and the log
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SPINY. (1942)
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takes the place of traditional base supplying additional

support. The large stabiles, then, prov

experience in movement and spa

different kinds of space as the spectator moves around

1d planes that cut and d
sed forms,
sforenviron-

the object, sudden angles o

which create differently sho

ad been experimenting with ide

the space

lite-scale sculpture for several years

mental and ove

before he made the first large-scc stabiles,

rience with

large- or over life-scal hen he de-
signed theater decor for Eric Satie’s Socrate and Martha
Graham's dance company. He recalls being interested

tical ballef

in a mechar without dancers, full-scale, using

moving objects, for which he built a small medel in Paris

in 1934. Thus, the earliest models for large-scale sculp-
ture, which date 1936—38, «

and somewhat theatrical. Each element stands sepa-

» motorized constructions,

lling Oskar

rately, like an actor or dancer, somehow reca
Schlemmer's Triadic Ballet. The only one of these early
works to be realized at the time was a “ballet” for the
1939 New York World's Fair which used programmed
jets of water. (In 1962 one of the :
Four Elements, was built in Stockholm.) The difficulty of

notor-driven pieces

realizing these works at the time was both technical and
financial.

¥

The some is trus of the first large stabiles. The original
versions of Whale and Black Beast were in light-gauge
metal (Whale was aluminum; Beast, steel], bolted so that
they could be taken apart easily and moved for exhibi-

tion. It is possible to cut lightweight material directly,

manually or with a hand-held power tool, then bend and
bolt it or make manual staples fo hold the pieces to-
gether. Colder does not solder and does not approve of
soldering. Possibly he considers it @ non-mechanical
technique; an any case, he has, by preference, always
constructed maechanically, However, in alarge-scale work
the result is structural instability; there is a fendency to-
ward buckling and spreacing at the seams and [oints
which distorfs the appearance and offends the good
workman in Calder. Calder wants the stabiles to be “as
massive as possible,” which would seem to make their
appearance of resting lightly on the earth a contradic-
tion—a triumph of art over matter. His first opportunity to
make a large-scale work in heavy material came in 1957
when the architect Eliot Noyes commissioned a copy of
Black Beast: “Noyes's interest encouraged me to have i
done in heavy material, that is, one-quarter-inch iron
plate. This, furthermore, encouraged me to do other




BLACK WIDOW. (1959)

" when [ use two or more sheets of metal cut into shapes o

|-"._JI |IO|"'T'| |'J‘E.‘."J"l"" '

at angles to each otner, [ feel that there s a

{ral angles between them.

g in the dihec
definite idea of what this would be like, | merely sense it and cccupy

perhaps convex, filli I do

myself with ly sees.” (Statement, 1951)
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things as well in heavy material and also supplied some
funds with which to do so.” Calder went lo a foundry
and, using the original Black Beast as a model, had a
new one fabricated by skilled workmen under his super-
vision and with his participation.

This has been his working method ever since, and while
parts of the structure of the monumer
bolted, they are partially welded for greater stability.
This method of working from a “matrix” may in some

il stabiles are still

ways be compared to bronze-casting from a matrix in @
foundry under the sculptor's supervision and with his ul-

ence in Calder's work,

timate finish. An important diff
however, is that he makes only ene piece from any given
model, not a series. Another difference is scale (and here
T ! i ! £ & s it . 1
Calder relates himself to stone-carving technigues):

Calder’s stabi nd the large mehbiles, are mathemati-
cally enlarged from the model. Possibly memories of his
father, o somewhat academic sculptor of stone, enlarg-

ing with a pointing machine from a smaller model, first
suggested that this might be a practical technique. The
question of whether a work fabricated from a model
by a fechnician is truly an original does not bother
Calder. He feels that skilled workmen should do jobs re-
quiring tfechnical :rofuorry or invelving mechanical
means beyond those ordinarily avoileble to the arfist,
In any case, Duchamp’s rhuller*ge towha! constitutes an
original work of art (his Bicycle Wheel) and Arp’s work-

ing method (he made a plaster model from which a mar-
ble was made by a skilled stonecutter] were part of
history by the time Calder began to work in this way. The
question simply has no velidity for him; but he does point
out that he likes fo keep his hand in by supervising.

The first large stabiles were made al foundries near his
home in Connecticut. At that time he first made a small
model and then cut full-scale paper patterns. Today
Calder works in Etablissement Biémont, a steel fabrica
tor in Tours, close to his hame in France, where several
skilled workmen and technicians customarily work with
him and have become accustomed to his needs. At Bié-
mont there is a mechanical department, and the men are
now trained to the point where they can mathematically
enlarge from the medel o make a template themselves.

Teodelapio, which straddles the crossroad entrance
to Spoleto, was the first of the series of truly monumental
stabiles. Built by an ltalian ship builder, it is an adapta-
tion of an earlier model. The unprecedented scale cre-

ated some unexpected problems, reguiring additional
bracing at the last moment. Ever since, there has usually
beenanintermediate step—ascalemodelto checkstability.

biles and mo-

Since 1962 a good part of the large
biles which have increasingly occup
have been made in Biégmont. Sometimes Cc

der’s time

draws

directly on metal and the men machine-cut initial pieces
{

e machines for

for him to bend, { and alter. There o
crimping and grinding and large machines with rollers

for curving heavy sheets of steel. The men are now ex

perienced enough fo be able to gauge by themselves
not just the technical aspect of how many pieces each
part will need on enlargement but even where the brac-
ing—which is important assthetically—should go. The

ip between Calder and the four or

working relationsh
five men who usually work with him is close enough now
to make it unnecessary for Calder to be present at all
times, but he comes in fo check and see how things are
progressing, bringing back part of a model he has faken
home to think about, or to decide on color. Calder re-

spects and admires the men for their skill and they refurn
his respect. They have accepted the man and his work.
Calder's work has been widely accepted—particularly
his kinetic constructions—despite @ g@'wernﬂ resistance to
non-objective art. Calder has said, “When you see a

thing move you know what it will do,” which possibly ac-
counts for the popularity of his n'-cbiles_ But it is also pos-
sible that since the movement g
its own, one responds fo it as one responds fo another

es the sculpture a life of

living thing—directly, bypassing the difficulties of its con-
tent as a highly sophisticated work of art, taking dwlight
in ifs hurr:cr. The stabiles have also been accepted, al-
though with difficulty at times, perhaps becc

play is very strong in everything that Calder does, but
more probably because their strongly organic presence

se the spirit

creates yet another direct, physical experience and re
sponse.

Fernand Léger ence called Calder a realist; Calder’s
reply is: “If you can't imagine things, you can't make
them, and anything you imagine is real.”

opposite
View of TEODELAPIO in Spoleto
([photo Pedro E. Guerrero)
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Over the years there have been generous gifts of
Calder’s work to The Museum of Modern Art, which have
given the Museum the most representative Calder col-
lection in the world. Several collectars have taken the
occasion of this exhibition to contribute additional
works: Mr, and Mrs. Sylvan Cole, Mr. and Mrs. Klaus
Perls, Governor Nelson A. Rockefeller, Dr. and Mrs,
Scott B. Severns, and James Thrall Scby. Mr. Daniel
lelong of the Galerie Maeght, Paris, has been of great
assistance. | should like to thank in particular Mr. and
Mrs. Klaus G. Perls who have, in addition, been ex-
tremely helpful in all phases of the preparation of this
exhibition. Finally, | want to thank the artist himself, and
his wife Louisa lames Calder. Alexander Calder has not
only been extremely generous on this and ofher occa-
sions in contributing to the collection of the Museum, but
has given me much of his time and kind assistance in the
preparation of this catalogue.

Bernice Rose, Director of the Exhibition

Dimensions are given in feet and inches, height preced-
ing width. A date is enclosed in parentheses when it does
not appear on the work of art. The city that accompanies
the date indicates the place where the work was made.

SCULPTURE

WIRE CONSTRUCTIONS, RELATED SMALL OBJECTS,
AND PORTRAITS

Josephine Baker. (Paris, 1927-29). Iron wire, 39 x 223 x
934", Gift of the artist, 1966

The Hostess. [New York, 1928). Wire, h. 1114". Gift of
Edward M.M. Warburg, 1941

Sow. (New York, 1928). Wire, 77 x 17". Gift of the
artist. 1944

Soda Fountain. (New York, 1928). lron wire, h. 1034";
wood base 134 x 514 x 314", Gift of the artist, 1966
Elephani Chair with Lamp. (New York, 1928]. Sheet
metal, iron wire, cloth, paper, painted, 77 x 314 x 4",
Gift of the artist, 1966

Cat Lamp. (New York, 1928). lron wire and paper, 834 x
10V x 314", Gift of the artist, 1966

Cow. (New York, 1929). Wire and wood, 3ls x 8", Gift
of Edward M.M. Warburg, 1941.

Cow. (New York, 1929). Wire, 6/ x 18", Gift of Edward
M.M. Warburg, 1941

Marion Greenwood. (New York, 1929-30). Brass wire,
1256 x 1114 x 1134", Gift of the artist, 1966

Portrait of a Man. (New York, 1929-30). Brass wire, 12%s
x 83 x 134", Gift of the artist, 1966




Woob

The Horse. (Peekskill, N.Y., 1928]. Walnut, 151/, x 3434".
Acquired through the Lillie P. Bliss Bequest, 1943

Shark Sucker. (New York, 1930). Wood, 1034 x 30%: x
1014". Gift of the artist, 1966

MOBILES

Mechanized Mobiles

The Bicycle. [Tours, 1968. Free recenstruction after “The
motorized mobile that Duchamp liked” of ca. 1932),
Wood, wire, pipe, metal, h. ca. 52", Gift of the artist,
1969

A Universe. (Paris, 1934]. Iron pipe, wire, wood, string,
h. 405", Gift of Abby Aldrich Rockefeller, 1934

Hanging Mobiles

Untitled. [New York, 1935-36). Cloth on wire frame,
158" x 10'4" x 7'5", Sign commissioned by The Museum
of Modern Art for the exhibition Cubism and Abstract
Art, 1936

Swizzle Sticks. {1936). Wire, wood, and lead against a
plywood panel, 48 x 33", Promised gift of James Thrall
Soby

Lobster Trap and Fish Tail. [Roxbury, Conn,, 1939). Steel
wire and sheet aluminum, painted, ca. 86" x 9'6". Com-
missioned by the Advisory Committee for the stairwell of
The Museum of Modern Art, 1939

Snow Flurry |. [Roxbury, Conn., 1948). Sheet metal and
steel wire, painted, h. 94", diameter 70", Gift of the
artist, 1966

Standing Mobiles

Spider. (Roxbury, Conn., 193%). Sheet aluminum, steel
wire, painted, 68" x 7’414 " x 3614". Gift of the artist, 1966
Untitled. [Roxbury, Conn., early 1940s). Aluminum and
steel wire, painted, 14% x 2 x 107", Kay Sage Tanguy
Bequest, 1964

Man-Eater with Pennants. (Roxbury, Conn., 1945). Sheet
iron and steel rods, painted, h. 14', diameter ca. 30
Commissioned for the garden, 1945

Myxomatosis. 1954, Sheet steel and iron rods, painted,
10'6" x 13'5'4". Special loan of the artist

Sandy’s Butterfly. (Waterbury, Conn., 1944). Sheet steel
and iron rods, painted, 12'8" x 92" x 87"; dimensions at
base 7'6" x 72" base 927" x 7'6V4" x 7'1%5"; maximum
h. 13'10" x 9'4", Gift of the artist, 1946

Comb. (Before 1943)
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Brooch. (1930s or "40s)

Brooch. (1930s or “40s)
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STABILES
Surrealist Constructions and Constellations

Gibraltor. (Roxbury, Conn., 1934). Lignum vitae, walnut,
steel rods, painted; lignum vitae 2875 x 15V x 77, walnut
37 x 2435 x 124", steel rods 517 x 24V x 113", Gift
of the artist, 1946

Constellation, (Roxbury, Conn., ca. 1941). Wood and
steel wire, painted, 51 x 461, x 8", Promised gift of Dr.
and Mrs. Scott B, Severns

Constellation with Red Object, [Roxbury, Conn., 1943).
Wood and steel wire, painted, 257 x 12V4". James
Thrall Soby Fund, 1943

Morning Star. (Rexbury, Conn., 1943). Sheet steel, stesl
wire, wood, painted, 7634 x 4834 x 453", Gift of the
artist, 19466

Standing Stabiles

Whale Il. [Waterbury, Conn., 1964. After the eriginal of
1937). Sheet steel, painted, 68 x 6914 x 4534". Gift of the
artist, 1965

Spiny. [Roxbury, Conn., 1942). Sheet aluminum, painted,
26 x 30", Promised gift of Nelson A. Rockefeller

Black Widow. [Waeaterbury, Conn.], 1959, Sheet steel,
painted, 7'8" x 143" x 7'5". Mrs. Simon Guggenheim
Fund, 1963

Model for "“Teodelapio.” (Roxbury, Conn., 1962, Sheet
aluminum, painted, 2334 x 15V x 1534", Gift of the artist,
1966

WATERCOLORS AND DRAWINGS

Many. {1931). Brush and ink, 195 x 2514". Gift of Mr.
and Mrs. Klaus G. Perls, 1948

The Caich Il. (1932). Pen and ink, 19Vs x 141", Gift of
Mr. and Mrs. Peter A. Ribel, 1965

Circus Interior. {1932). Pen and ink, 19 x 14", Giit of Mr.
and Mrs. Peter A. Ribel, 1965

Cowboy and Rope Lodder. (1932). Pen and ink, 19 x
1414 " Gift of Mr. and Mrs. Peter A, Ribel, 1945

Untitled. (1941). Brush and gouache, 22 x 305 ". Promised
gift of James Thrall Soby

Nails. 1965. Brush, gouache, and ink, 291/, x 43Y/4". Prom-
ised gift of Dr. and Mrs. Scott B. Severns

Menacing Petals. 1967, Brush and colored inks, 2975 x
434", Gift of Mr. and Mrs. Klaus G. Perls, 1969

Slanting Red Nose. 1969. Brush and colored inks. 291/
% 43146"  Gift of Mr. and Mrs. Klaus G. Perls, 1949
Untitled. 1969. Brush, gouache, and ink. 2975 x 43",
Gift of the artist, 196%



Untitled. 1949. Brush, gouache, a
Gift of the artist, 1969

Untitled. 1969. Brush, gouache, and ink, 295 x 434"
Gift of the artist, 1969

1d ink, 291, x 434"

Untitled. 1969, Brush, gouache, and ink, 29Y5 x 4314".

Gift of the artist, 1969

Untitled. 1969. Brush, gouache, and ink, 2914 x 431",

Gift of the arfist, 19469

Untitled. 1949. Brush, gouache, and ink, 29V x 4314".
Gift of the artist, 1942

Untitled, 1969, Brush, gouache, a
Gift of the artist, 1969

Untitled. 1969. Brush, gouache, and ink, 437 x 2914",
Gift of the artist, 1969

nd ink, 4316 x 2914

PRINTS, ILLUSTRATED BOOKS, AND ALBUMS

PRINTS

Plate 2 from 23 Gravures de Arp, Calder, etc. With intro-
ductory text by Anatole Jakovski. {Paris, 1935). Drypoint,
10%4s % 734", Purchase, 1945

Score for Ballet 0-100. 1942, Etching, 113% x 147", Gif
of the artist, 1969

The Big I. [co. 1944). Hard and soft ground etching,
67 x 87", Gift of Wittenborn and Company, 1955
Smoke Rings. 1960. Color lithograph, 2114, x 29", lohn B.
Turner Fund, 1969

The Harvest, 1961, Aquatint, | 5s x 255", lohn B, Turner
Fund, 1969

The Skull in the Nest. 1941, Aquatint, 11 x 1474". John B.
Turner Fund, 1969

Lunar View. 1961. Aquatint, 13%s x 1834". John B. Turner
Fund, 1969

Red Sun. 1965, Color lithograph, 2034 x 274s". John B,
Turner Fund, 1969

Egg Yolk. 1969. Color lithograph, 2134 x 29"%". John B.
Turner Fund, 1969

Red Nose. 1969. Color lithograph, 2914 x 43Y4". John B.
Turner Fund, 1949

Phrygian Hat and lron Bar. 1969, Color lithograph, 281/
x 43%s". John B. Turner Fund, 1949

Black Man. 1969. Color lithograph, 293 x 414", John
B. Turner Fund, 1949

Variable Target. 1969. Color lithograph, 2814 x 36%".
John B, Turner Fund, 196%

Flying Saucers. 1969. Lithograph, 423 x 284", John B
Turner Fund, 1949

Black Drip on « Red Disk. 19469, Color lithograph, 43V, »
294", John B. Turner Fund, 1949

Buckle. (Before 1943)

Bracelet. (1930s or “40s}
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Neckloce. [1941)
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ILLUSTRATED BOOKS

Fahbles of Z£sop According to Sir Roger ['Esirange. Paris;
Harrison of Paris; New York: Minton, Balch and Co.,
(1931). 50 illustrations, 10 x 734", and 1 drawing for “A
Gnat Challenges a Llyon,” pen and ink, 9% x 75", Gift
of Monroe Wheeler, 1946

Three Young Rats and Other Rhymes. Edited with Intro-
duction by James Johnson Sweeney. New York: Curt
Valentin, 1944, 83 illustrations, 12V x 29", and 1 draw-
ing for plate 3, “God made the bees...,” pen and ink
1175 x 10“. Louis E. Stern Collection, 1964

Le Surréalisme en 1947: Exposition Internationole du Sur-
réalisme, Presentée par André Breton et Marcel Duchamp.
Paris: Pierre & Feu, Maeght Editeur (1947). 1 lithograph,
91/ x 8". Henry Church Fund, 1947

A Bestiary. Compiled by Richard Wilbur. New York:
Printed at The Spiral Press for Pantheon Books [1955). 56
illustrations, @ x 1214". Llouis E. Stern Collection, 1964,
And 1 drawing for “The Sheep,” pen and ink, 145 x
114", Gift of Mr. and Mrs, Walter Bareiss, 1957

ALBUM

La Proue de la table. Paris: Le Soleil Noir, 1967, Magazine
edited by Yves Ellébouét, with 7 illustrations reproducing
an accompanying suite of 7 efchings, sheet size 14'%s x
11147, Gift of Mr. and Mrs. Sylvan Cole, 196%.

JEWELRY

Brooch. (Early 1930s). Brass, 3% x 434", Gift of Mrs.
Katharine Kuh, 1955

Buckle. (1930s or ‘40s). Hammered brass, 35 x 4%s x 34"
Gift of the arfist, 1964

Brooch. (1930s or ‘40s). Hammered silver, 123 x 914",
Gift of the artist, 1966

Brooch. (1930s or ‘40s). Hammered silver, 12V x 1173".
Gift of the artist, 1966

Necklace. (1930s or ‘40s). Hammered brass, inner cir-
cumference 32", outer circumference 5633". Purchase,
1967

Bracelet, (1930s or "40s). Hammered silver, 434 x 4 x 2",
Purchase, 1967

Necklace. (1941). Hammered silver, inner circumference
26" outer circumference 34". lames Thrall Scby Fund,
1943

Buckle. (Before 1943). Hammered brass, 53 x 474", Gift
of the artist, 1964

Comb. [Before 1943). Hammered brass, 62 x 37", Gift
of the artist, 1266




Untitled. [Early 1940s)

B
¥
]
ph




TRUSTEES OF THE MUSEUM OF MODERN ART

David Rockefeller, Choirman; Henry Allen Moe

Hay Whitney, Gardner Cowles, Vice Chairmen; William
S. Paley, President; James Thrall Seby, Ralph F. Colin,
Mrs. Bliss Parkinson, Vice Presidents: Willard C. Butcher,
Treasurer; Walter Bareiss, Robert R. Barker, Alfred H.
Barr, Jr.,* Williem A.M. Burden, J. Frederic Byers, I,
lvan Chermayeff, Mrs.W. Murray Crane,* John de Menil,
Mrs. C. Douglas Dillon, Mrs. Edsel B. Ford, Mrs. Simon
Guggenheim,* George Heard Hamilton, Wallace K.
Harrison,* Mrs. Walter Hochschild,* James W. Husted,*
Philip Johnson, Mrs. Frank Y. Larkin, Mrs. Albert D. Lasker,
John L. loeb, Ronald H. Macdonald,* Mrs. G. Maccul-
loch Miller,* Mrs. Charles 5. Payson, Gifford Phillips,
Mrs. lohn D. Rockefeller 3rd, Nelson A. Rockefeller, Mrs.
Wolfgang Schoenborn, Mrs. Bertram Smith, Mrs. Donald
B. Straus, Walter N. Thayer, Edward M.M. Warburg,”
Monroe Wheeler*

*Honorary Trustee for life










