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[2] ZTriple Gong

ALEXANDER CALDER’S MOBILES

by James Johnson Sweeney

Through the mobiles of Alexander Calder we realize that the machine
age has come to maturity: it is finally able to take itself lightly—to
laugh and play in the forms, materials and devices that a century ago it
regarded with a pragmatic respect—reaching at times almost the pro-
portions of superstitious awe. Calder has accepted as the material of
his art some of the most crude and obvious features of our mechanical
: heritage and forged them into a graceful, individualized sculptural ex-
pression. He has taken the principle of the cumbersome machine and
employed it as the basis of his delicate “toys”; he has taken the toy and
built it on the scale of the machine.
Yet Calder always remains essentially an artisan who must be closely
in touch with his work. In this sense possibly one can never say that he
is a true “machine age sculptor.” He is rather an artist in the machine
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age: a handicraftsman who merely has at his disposal more sophisti- | much as anecdotal representation in painting does (and sometimes
cated tools than his artisan predecessors and uses them to personal and

even leads the unwary observer astray in the same) it gives a complex-
frequently unorthodox ends.

: ity and richness to his form organizations.

Burlesque and exaggeration have always been the key characteristics But while order is essential in a work of art to hold us, it is a
of American humor. They color the folk tale of the United States as communication of vitality which attracts us to it. Order without vitality
well as the a.nec.dotes °f_ most sophisticated circles. 'AS long 88085 1838, is the characteristic of academicism: competence, but second-hand—
3 IE;IIZZIE(% F:nghshxll;an mlithe Lond.on and West.mmster Review “"_"Ote freshness gone. The vitality of Calder’s art is the vitality of sheer en-

e curiosity of the public regard%ng the Pecullar nuf‘;ure. of American joyment. His gift is his ability to convey this: the pleasure he has in
humor seems to have been early satisfied with the application of the all-

¥ producing his work, the fun he has in playing with those devices our

suffering word ‘exaggeration.’” And the peculiarly individual humor grandparents so solemnly passed on to us for our own destruction, if
we recognize throughout Calder’s art, lightly enounced here, more em- we take them too seriously—our spiritual extinction in any case, if not
phatically there, has a kindred foundation: at once the burlesque of et SRilationt
the machine, the exaggeration of the toy. Even when a reminiscence of For our period Calder has fashioned a horn-book of good sense. O}
some natural form is evident—that of a flower, plant, animal or human perhaps more truly, a literature of
being—the fusion with it of mechanical principles or machine materials, sculpture nursery rhymes in which
or both, brings us always back to this burlesque of the machine which he has consciouslyor unconsciously { T
we have finally the courage to accept and enjoy in our day. embodied a simple and sane point

Thanks, however, to Calder’s respect for the elementary principles of view. But whether horn-book or
of the machine, his mobiles embrace a dual order—the mechanical, re-

: nursery rhyme, Calder as an artist
inforcing the aesthetic. And even though it speaks on a different level, has found us new images—made

out of words taken from an engi-

neers or industrialists dictionary,

seen against nature through very

human eyes, with a very youthful

heart. In his mobiles he has taken

sculpture out of its old field and

given it a new dimension. He has

kept his respect for the grammar

of the old tradition and observes

it always. But through his work

; he has uncovered new dialect and

[30]  Gondola has developed a poetry in it that :
2 is fresh, young and his own. [8] Thirty-two Discs
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CALDER

BY FERNAND LEGER

It is smpossible to find a greater contrast than Calder the man who
weighs two hundred pounds and his mobile, delicate, transparent cre-
ations. A sort of tree trunk in movement he stirs up a lot of talk, gets

in the way of the wind—he’'s not born to go unseen! Smiling and
curious he sways in the air as part of nature itself. Left to himself in
an apartment he is a real danger to any fragile object. His place is
rather outside in the air, the wind and the sun. You would not think it,
but he has a sharp eye. Nothing escapes him. He sees everything. We
have often roamed along the dead ends of certain New York streets
looking for picturesque elements. There where the American disorder
begins the brazen quality of the discarded objects, the Tubbish, the
scraps (that are often plastically valid) of garbage cans entwined with
wire and blooming with green stuff. If you look up you can see on the
top of the roofs geometric fantasies—thousands of metallic structures
are silhouetted in the sky and play with the light. Calder has his eye

[14] Red, Yellow and Blue Gong

on them also. I have already written somewhere that Calder is a realist.
He uses all these elements scattered throughout our daily life and it is
wonderful that this big man, this 100% American should be the one to
realize it. He has amalgamated and coordinated everything. With them
he has created plastic objects, then still smiling he puts his finger on a
magic push button and quietly and gracefully everything moves! Mo-
bile sculpture has been invented. This was some time ago. Is he going
to give us anything else?

Calder’s work is bound to stay popular. Why not? This reminds me
of an amusing story about another geometrical master, Mondrian.
I had bought a linoleum adorned with designs visibly inspired by his
paintings. (It is I think a sign of creative authenticity to inspire a
minor decorative art.) The next time I saw Mondrian I said to him,
“Mondrian, did you know that you are very popular?” He looked at
me with surprise and I told him the story of the linolewm. Well strangely
enough he didn’t seem at all pleased. But all the same I am very sure
that on the sly he went to the shop where I had found the linoleum.

And everybody else thought as I did.
Translation by Dolly Chareau
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ALEXANDER CALDER’S MOBILES

by James Johnson Sweeney

[2] Triple Gong

Through the mobiles of Alexander Calder we realize that the machine
age has come to maturity: it is finally able to take itself lightly—to
laugh and play in the forms, materials and devices that a century ago it
regarded with a pragmatic respect—reaching at times almost the pro-
portions of superstitious awe. Calder has accepted as the material of
his art some of the most crude and obvious features of our mechanical
heritage and forged them into a graceful, individualized sculptural ex-
pression. He has taken the principle of the cumbersome machine and
employed it as the basis of his delicate “toys”; he has taken the toy and
built it on the scale of the machine.

Yet Calder always remains essentially an artisan who must be closely
in touch with his work. In this sense possibly one can never say that he
is a true “machine age sculptor.” He is rather an artist in the machine
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age: a handicraftsman who merely has at his disposal more sophisti-
cated tools than his artisan predecessors and uses them to personal and
frequently unorthodox ends.

Burlesque and exaggeration have always been the key characteristics
of American humor. They color the folk tale of the United States as
well as the anecdotes of most sophisticated circles. As long ago as 1838,
a puzzled Englishman in the London and Westminster Review wrote
“The curiosity of the public regarding the peculiar nature of American
humor seems to have been early satisfied with the application of the all-
suffering word ‘exaggeration.’” And the peculiarly individual humor
we recognize throughout Calder’s art, lightly enounced here, more em-
phatically there, has a kindred foundation: at once the burlesque of
the machine, the exaggeration of the toy. Even when a reminiscence of
some natural form is evident—that of a flower, plant, animal or human
being—the fusion with it of mechanical principles or machine materials,
or both, brings us always back to this burlesque of the machine which
we have finally the courage to accept and enjoy in our day.

Thanks, however, to Calder’s respect for the elementary principles
of the machine, his mobiles embrace a dual order—the mechanical, re-
inforcing the aesthetic. And even though it speaks on a different level,

[80] Gondola

much as anecdotal representation in painting does (and sometimes
even leads the unwary observer astray in the same) it gives a complex-
ity and richness to his form organizations.

But while order is essential in a work of art to hold us, it is a
communication of vitality which attracts us to it. Order without vitality
is the characteristic of academicism: competence, but second-hand—
freshness gone. The vitality of Calder’s art is the vitality of sheer en-
joyment. His gift is his ability to convey this: the pleasure he has in
producing his work, the fun he has in playing with those devices our
grandparents so solemnly passed on to us for our own destruction, if
we take them too seriously—our spiritual extinction in any case, if not
our material annihilation.

Tor our period Calder has fashioned a horn-book of good sense. Or,
perhaps more truly, a literature of
sculpture nursery rhymes in which
he has consciously or unconsciously
embodied a simple and sane point
of view. But whether horn-book or
nursery rhyme, Calder as an artist
has found us new images—made
out of words taken from an engi-
neers or industrialists dictionary,
seen against nature through very
human eyes, with a very youthful
heart. In his mobiles he has taken
sculpture out of its old field and
given it a new dimension. He has
kept his respect for the grammar
of the old tradition and observes
it always. But through his work
he has uncovered new dialect and
has developed a poetry in it that
is fresh, young and his own.

[8] Thirty-two Discs
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CALDER

BY FERNAND LEGER

It is impossible to find a greater contrast than Calder the man who
weighs two hundred pounds and his mobile, delicate, transparent cre-
ations. A sort of tree trunk in movement he stirs up a lot of talk, gets
in the way of the wind—he’s not born to go unseen! Smiling and
curious he sways in the air as part of nature itself. Left to himself in
an apartment he is a real danger to any fragile object. His place is
rather outside in the air, the wind and the sun. You would not think it,
but he has a sharp eye. Nothing escapes him. He sees everything. We
have often roamed along the dead ends of certain New York streets
looking for picturesque elements. There where the American disorder
begins the brazen quality of the discarded objects, the rubbish, the
scraps (that are often plastically valid) of garbage cans entwined with
wire and blooming with green stuff. If you look up you can see on the
top of the roofs geometric fantasies—thousands of metallic structures
are silhouetted in the sky and play with the light. Calder has his eye

[14] Red, Yellow and Blue Gong

on them also. I have already written somewhere that Calder is a realist,
He uses all these elements scattered throughout our daily life and it is
wonderful that this big man, this 100% American should be the one to
realize it. He has amalgamated and coordinated everything. With them
he has created plastic objects, then still smiling he puts his finger on a
magic push button and quietly and gracefully everything moves! Mo-
bile sculpture has been invented. This was some time ago. Is he going
to give us anything else?

Calder’s work is bound to stay popular. Why not? This reminds me
of an amusing story about another geometrical master, Mondrian.
I had bought a linolewm adorned with designs visibly inspired by his
paintings. (It is I think a sign of creative authenticity to inspire a
minor decorative art.) The next time I saw Mondrian I said to him,
“Mondrian, did you know that you are very popular?” He looked at
me with surprise and I told him the story of the linoleum. Well strangely
enough he didn’t seem at all pleased. But all the same I am very sure
that on the sly he went to the shop where I had found the linoleum.

And everybody else thought as I did.
Translation by Dolly Chareau
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[25] Horns on Platforms
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ALEXANDER CALDER'S MOBILES R (\/

we realize that
&£— Through the mobiles of Alexander Calder /the machine age has

come to maturity: it is finally able to take itself lightly - %o

laugh and play in the forms, materials snd deviees thet a century ago

it regarded with a pragmatic respect - ruo)};ng at times almost the
proportions of superstitious awe. (Calder has accepted as the material
of his art some of the most orude and obvious features of our mechanical
heritage and forged them into a graseful, individuslized sculptural
expresaton. W~1mwaumwy

mmmm 7 He has taken ‘the prineiple of the
g
m machine end employed it as the basis of his delicate “toys";

he has taken the toy end built it onm the seale of the machine.
‘m7 ) Burlesque and exaggeration have always been the ke.y characteristios
of American humor. Theycolor the folk tale of the United States as well
as the anecdotes of most sophisticated oircles. As lomg ago as 1838,
& puzzled Fnglishman in the London and Westminster Review wrote "The curdosity

of the publie regarding the peculiar nature orvAmrhm humor seems to have
been early satisfied with the application of the all-suffering word
‘exaggeration',  And the peculiarly individual humor we recognize throughout
Calder's ert, lightly enounced here, more emphatically thers, has a kindred
foundation: at once the burlesque of the meshine, the exagreration of the

toy. Even when e reminiscence of some natural form is evident - that of

e flower, plant, animal or human being - the fusion with it of mechanical
prinoiples or machine materials, or both, brings us elways baok to ‘this
burlesque of the machine which we have finally the courage to acoept and
enjoy in owr day.
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Thanks, however, to Calder's }nériy{ézg reapect fa the
elementary principles of the machine. his mobiles embrace a dual order -
the mechanical, reinforeing the sesthetic. And even though it epeaks
on @& different level, much as anesdotal representation in painting does
(and sometimes even leads the ummary obnrvar astray in the seme) it
gives a complexity and richnesgho his w organizations .

But while order is essential #m a work of art %o hold us, it
is a communication of vitality which atiracts us to it. Order without
vitelity is the characteristio of academicism: competence, but second~hand -
freshness gone. The vitality of Calder's art is the vitality of sheer
enjoyment., His gift is his ability to convey this: the pleasure he has
in producing his work, The funm he has in playing with than Mon our
grandparents so solemnly passed on to us for our own dom‘m- if we
take them %oo seriously - our spiritual _}lnnihilntion, in any cese, if not
our mterial extinotion. ’ 5

For our period Calder has fashioned & horn~book of good sense.
> i

Or, perhaps more truly, a literature of smlpturﬁ'nurury rhymes in which

he has conseciously or unconseiously embodied a simple end sane point of
view: But whether horm=book or nursery rhyme, Calder as an artist

has found us new images - hz:g:hztk- out of words taken from an engineers
or Industrialists dictionary, seen against nature through very human eyes,
with o very youthful heert. In his mobiles he has taken soulpture out of
its old field and given it a new dimension. He has kept his respect forr
the ylmufv of the old tradition and observes it alweys. But thoough his
work he has uncovered new diddect and hag amupuspomsutmu
tm. young and his owm,
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{Bewn in Philsdelphin, July 22, 1838)

Aloxander Uelder lived in an sbnosphere of art fvom dirth,
¥is mother wee & peinter, his father and grandfsther vere soulptors.
Bt e nlf-vpog\mt. dravn in arsyon in 1907, shows Calde? ns o xmi.
boy using ?Wm while » bress and di8, a hemmer snd pliers are
iying conveniently close by, Trom 1915 teo 1919 he otudied englmsering
at Jtevens Institute of Tschnolegy snd until 1972 he worksd ss an
enginear,

ia 1971 bhe took en svening course is chareoel m nl

{n the matus of 1973 Ne lefé engineering snd enrolled as s full Sime

student in the school of the Art Students' Lesgue vhere ha studled

with Iuke, Duleds, Jokn Siosn sand Zoblugon,

Salder did free lsnce work in those deys in order %o esrn
soney, Ume of his jobs was with the Hational Felles Oazette for which
hs had to provide regulerly w helf page of drawings with captions.
“hon the Yarnes-Ringling Olreus emae to New York in the spring of 192%,
tgplder was given & poss to it for m peried of two weeks in ordar to
cover his Police Casette egsignment, The mevement of the eircus so
faseinsted him that he skebohed there overy night, The mext year he
agsin hod » poes snd in Nay 1926 he published o book, Antws) Skwtehine.
In this Yook Salder identifice setion with snlusls emd seys that
seny snimals, even when msleep, will move their sars in the divectien
of & oﬁl& thet mey de imsudible to we, thet there s always » feeling
of porpetusl motion nbout them, ' ;




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY Valentin 32

_ T 1926 Salder had en mmmn of his ynp, m‘ m.

he lefy the United Ststes for Parde, o
. mmmhntnwmmtmmm, umum

himeolf in Peris, mede several snlmaded foys out of bits of wire, weed,
cork and leather, Oraduslly be built & minlature oireus i vhich the
sexobats, fushlers, traised dogs, dencers snd serisliste sould give
amesing perfoymences, Fie olves even imoluded » sword swallower, a
knife throwsr snd » lion tnwer, The oireus was epersted by Geldsr in
his room on & piece of gresn carpet with a apet 11$ ring lald put on
it. The charm of the sets lsy ia thelr spontameity. The muum
ot gue time might perfora with perfect m@c. A% m mt Shey

o T4

would falber mad sither fall into the cutstretshed met belew or ﬁ”l
a mirasulous recovery pf equilibrive, An alr of tnm, cw and
reality surrewnded Calder's Says, ‘ B
Through these arivate performsmces of his oireus, Galder's
fang in Paris started. Prom the use of wire in hm‘ the M. legs
sad arms of his mfomn cens his wire uu)m“. ¢
In 1928 he returned to Hew York, had a one man mvmm

for tha most part of wive ssulptures snd started o cerve in woed
ngain.  During the mext few yesrs Galder worked in Pevis, veturning
often to the United States, Mo had exniditiens in Paris, Berlin and
New Yark, ‘ o G e it
3% was dn Paris in 1930 that & friend of Gelder's \m
Fiot Yondrisn to » performense of the eirous. fSoon after this ﬂalhr
vieited Mondrisn's studie, Mondriss's studio wes large snd M‘l\ with
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mmnu of prmry nlnn on m vhuo vah ul nn [ m ﬁh. R
u mn. in the mur cr the roem. It m ;“m pdmm 7
vith s third dimension. 7o Cslder 4% sesmed wondertul , dut h !o:u
mi cnrythm enght to move to bo right.

The fmpaet of this vhu went Calder lu-o to paht abntmtmo.
um ymuu Tor only o fow wesku, he turnsd onee wn te ma:l ul
nod. Yut he had left representational srt behind, He hl. m tl
ahntuﬂ seulptor. 4 synthoels of hia yem of nMy. hoth h ncil-
eoring and in art, hed besn aghieved. In 1931 #nl“r ummu hu

new work st the Galerie Pereier in Peris. calury find mum

on the inelusion of some of kis wire portraits, but Gslder felt that

the iuportent works were his new ubstmt congtructions. ?o mn
Arp gove the nave -snuo.‘ Prom flat imu, many of uua m- .
yauwl white, rese wires in mnﬂnly Mtﬂo qmnul !‘eﬂm
fstrouglr eolored spheres and dises were il\cgratd vuh th w!nu.
Cnlder'a utnuuu wen rechsnosled hto the nm truhga mm;:-
‘ting the mu A89p which was printed in 1931 by Nsrrisen of Paris.
While Mendrisn's iaflusmes had hend\\ud uur and mmm
fors into tlu stediles, Celder's hn 0!' motion in quu rnnlm h
hie uotun. 80 msd lv Truchenp, the pmur of mueu. ﬂa.uor'
oxp-wnnh uith chenges in yulﬂoa is upau renged from the simplest
sovenent of a single object fixed st ome point to the somplex Mi
of msny perts of & seulpturs, The motion snd ham of hie nm tm
hed miuicked nﬂu things, but now in his webiles the naﬂ.ol as well
as the elements ot the mtmuou had besvae abatvaat. nmu. the
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relstionship between pesitions in sproe, wes developed for dte owm
sake, Sometimes the enargy fer the metion was gensvated by ssall hend
eranis and sleetric motors. The resaliing repatitiomsncss of the
patteras of motlon led Cpldor to onnsbrost wind-mebiles, sculptures

that enanged shapo se the slements changed positien, controlled saly

by the easuelnsss of the waregulsted ferce of a breese.

Galder had fireb met Mire 4im 1988, 4ith the development of
tho wind driven mcbiles, one sess how elose to the ideas of Hire and
how far from those of Homdrisn the idess of Geldar had come. Frem
this pelat en, departures fren gecsetrie form erept in. Fors begen
o be sugeested Ly the materials at Band, The resulting form often
suggested subjective reality.

in 1937 Calder returned to live ix the United Stetes. He
beught & farm in Connecticut wheve he worked on mobiles which were often
extresely large, in sharp contrest $6 his cscessarily susl) Peris studie
soulpbure, The ferse of the elesmemts of his new work were fresr three
dimonsional shapes, the mstorials were move wawsusl and the weving
aculptures wore udre imsginavively peresptive,

in the late thirtles Oalder designed two fountedns. In 1937,
he desigaed a mercury-spouting founssin for the Zpaniek Peviifes =t
the lxpesltion dn Farie for whieh Mire and Plossse wers doing the
murale, In 19395, he designed & wabter fountmism for the Hew Yewk Werld'a
Padr, This founteln had streass of water thrown by revelving soszles
in & complex ohoveographic pattern %o suggest a "water dallet.® Beth
fountaine exposed the cowbined srtlet and englneer in Calder.
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Gelder also made jewolry snd im 19%0 had his firet allejowelry
exbivition, Thds work combined sed reficeted his leve of spatial curves
and murfeces, of motion end its speolnl onse of rest in the smse way
thet ols seulpture diéd,

A11 throngh the years Caldey hed been msking sud exhibiting
stabiles as woll me mobiles, Afber She first abetrastions in spase,
wade soon after his wisit to Nondrion's sindie, the stebilse had beseme
hosvier and larger, less idealised dn form, loss geomstric ané reguler,
Uuring the years of she last way, Celder's bDesutiful stebiles culled
countelliations wore mede. It was an though his experimentation with
motion hed chown Oxlder what the sbesncs of motion mesni. IY sesmed
e denots the lmpozsible-bo-ueve with its achleved, ssymptotieslly
approsehed linis of aver diminishing wotion on the one hand and sm
object imn a murprizad, single position in $ime snd space on the othey
hand, ¥t even o stebile seemn So dioplay wariation in specs, the
veriation =nd movement given %o 1ts shadow by e sesaingly slew meving
sun. The etabllos have the zems feeling of slzoat impovoeptible
perpetual metion that Celder neticed in slesping anisals.

Saldar's usgle lies fu his abilily to revesl ihe werld of
spaae nnd 4ime Yo we, to chow us its susencs and sb Lhe some time %o
show us 1ts ohange,
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CALDER THE BUILDER

If the hazards of life take you one day to Connecticut in the United States
don't fail to visit Alexander Calder's house at Roxbury. It will delight you.

It is situated on the slope of one of the hills in this region where all the hills
resemble one another. Discreet and modest it is no different on the outside from

many of the houses built in this quiet.countryside of meadows, hillocks and valleys
where enlightened Americans escaping from the frantic pressure of New York come X=m
%EEK in search of that peace in nature and in the fields, and thus isclated to meditate
and pursue their dreams whether painter, sculptor, architect or composer.

Enter his house and you will receive the immediate, hearty, picturesque,
jovial and fraternal welcome of this exuberant, explosive engineer, artist and
magician. This wonderful man Alexander Calder. It is really the most curioms
house in the United States. In XE®x this country of mass production and furniture

made in series it is a realisation that is individual and above &ll human. There

is not on object, not a table, not a chair, not even a lémp or a kitchen gadget,

not a vase that has not been imagined by an artist in love with the ob ject, and executed by
the subtle and powerful hands of the craftsman, expert in the handling of sheet-

iron, wood, wire or color. And it is a delight of color, of outline, of material

in this house that is at the same time authentically American (comprising as it

does all the practical comforts for daily life) and yet is so strange and so

different from the American way of living because everything is the individual

creation of craftmanship by an engineer and artist.

Later, go outside, take a few steps through the meadow and enter Calder's
workshop where the mobiles that have made him famous throughout the world are
devised and constructed. It has been said that %% art is man plus nature.

Calder's mobile is man plus technique, man plus the science of the engineer,
creating objects where in a subtle balance hanging ob jects, colored discs of

sheet iron articulated by their center of gravitation, liwing, ever changing,
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ever stabile harmonies in space, In this studio where Calder the builder weilds
the anvil, the hammer, shears and sheetiron, dozens and dozens of polychrome
mobiles drowse immobile in an outburst of silhouette, color, and balande awaiting
the breath that will revive them. And as soon as Calder opens the door =f

these metal ob jects begin to move each living its own separate life, each element
following the orbit that prescribes to each its own law. The Connecticut air
that has penetrated into Calder's workshop has given & life of quivering harmony

and equilibrium to this forest of steel.

e e S
On the bank of the East River,a proud building lifts its lofty silhouette

to the New York sky. Silhouette of marble, glass and steel. Its forty storys
are dedicated to the establishment of a colleboration among all nations. Never
before has man conceived such a universal undertaking. This skyscraper.,
monumental achievememnt of the most advanced science and technique, headquarters
of the Organization of the United Nations shelters the efforss of nations, soon
of every nation, to secure a future of peace for the world. At a time when
every government is trying to solve the difficult problem they have before them
of choosing an emblem in keeping with its magnitude for this "Conservatoire

de la Paix" my wish is that a mobile of Calder's, designed and built on a scale
adapted to this audacious architecture, should be placed on the top of this
building, animated by the slightest gust of wind, sinsitive to the slightest
pressure coming to it from every corner of the horizon, transforming all the
agitation transmitted from the Universe into a harmonious movement according to
ite own laws of science and reason. This mobile of Calder!s maintaining

and radiating a perfect living balance, everlastingly renewed and rebuilt around
it, would be a powerful symbol in the sky of this great and vibrant city, of what
are, or in any case what should be, what one day will be, if the United Nations

are wise enough to will that the world survive.
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CALDER

It is impossible to find a greater contrast than Calder the man who weighs
two hundred pounds and his mobi;e , delicate, transparent creations. A sort of tree
trunk in movement he stirs up a lot of talk, gets in the way of the wind - He's not
born to go unseen! Smiling and curious he sways in the air as part of nature itself.
Left to himself in an apartment he is a real danger to anmy fragile object. His place
is rather outside in the air, the wind and the sun. You would not think it, but he
has a sharp eye. Nothing escapes him. He sees everything. We have often roamed along
the dead ends of certain New York streets looking for picturesque elements. There
where tne American disorder begins the brazen quality of the discarded objects, the
rubbish, the scraps(that ere often plastically valid) of garbage cans entwined with
wire and blooming with green stuff. If you look up you can see on the top of rthe
roofs geometric fantasies - thousands of metallic structures are silhouetted in the
sky and play with the light. Calder has his eye on them also. Iihhave aiready written
somewhere that Calder is a realist. He uses all these elements scattered throughout our daily
life and it is wonderful that this big man, this 100% American should be the one to
realize it. He has amalgamated and coordinated everything. With them he has created
plastic objects, then still smiling he puts his finger on a magic push button and
quietly and gracefully everything moves! Mobile sculpture has been invented. This
was some time ago. Is he going to give us anything else?

Calder's work is bound to stay popular. Why not? This reminds lme of an
anmusing story about another geometric master, Mondrian. I had bought a linoleum
adorned with designs visibly inspired by his paintings. (It is I think a sign of
creative authenticity ®® to inspire a minor decorative art.) The next time I saw
Mondrian I said to him, "Mondrian, did you know that you are very popular?" He
looked at me with surprise and I told him the story of the linoleum. Well strangely
enough he didn't seem at all pleased. But all the same I am very sure that on the sly

“_S' he went to the shop where I had found the linoleum. And everybody else thought as I did.
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These Shooting Stars dropped from the Skies

On the confines where art and play meet, in a space where the
indespensable and the indeterminate are one, Calder has separated this
fluid dual universe, this unforssen that oscillates between the fixity
of the constellations. He has gathered up stems and thread, a bit of
broken glass, the fragment of earthenware, the chip of a brick, a crank
pin; all these shooting stars that have fallen from the sky of humen
wear and tear on the wasteland of abandonment. Or else he has shaped
this disk out of the hardest metal, thinning the sheet iron, expanding
the cylander, forcing this delicate indéestructable flora with the bellows
of his forge. Like a plant torn between the earth and light, the object,
its weight distributed on the entire perfect balance of its articulations,
is delivered up to the God of hazard.

If there comes, ah, Valery! this blissful surprise, a woman
passing by, a half open door, and then the whole contour of the space
between these lurk seaweeds changing infinitely. The void lengthens
or draws together between these gliding immobilities and what comes to
life before our eyes as it desolves is not the outline of a branch or
the design of a flight (of birds), but produced by the branch or the
wing all the curvatures and metamorphases of absence. Fated to be
everlaestingly what they had ceased to be, realizing themselves through
their perpetual differences, the "Calderien" forms move in a maximum
of possibilities and demand these tremors, impossible to forsee, are
goverened by the gravitation of the universe.

Any canvas or statue could be changed slightly but if the
smallest of its leaves were to detach itself from the mobile, if one
of its nervures were ever so slightly to lenglhhen or to shorten, you
would see it change into a pile of scrapiron. In this way, Calder once
showed me an enormous dark evil looking contraption that each breath
of air sent whirling furiously around. If you touched a knot, hidden
as if it were a sex, every so lightly with your finger it collapsed

[0 vwith a crashing noise like the noise of thunder in the wings.

For the first time from the New World a man brings us a

world that is now. Calder of Connecticut, Calder of Paris, Dear Calder
who was close to us in our days of exile-—-his outllok went far beyong
drawing rooms &and chanceries and I remember the evening when in benifit
of #h$-E the Free French, he gave a performance of his famous circus in
a humble hall in Washington. Sitting on the floor and bending over the
tiny circus, he set up the masts and the benches, the springboard and
the tightropes, directed the parade and the whole company present and the
entire menagerie—-ama21ng creatures made of twisted wire. The trapeze
artists swung in the air, the tightrope dancer glided forward, the circus
rider was about to jump on her horse, the acrobat was readying himself
for his somersault; halucinating circus people from the most poverty
striken outskirts of Paris—-all of them so miraculously humen in this
world of automatons and robots that more often than not they missed

| Stheir stunte.

Henri Hoppenot




