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CALDER AND ABSTRACTION: FROM AVANT-GARDE TO ICONIC
DIDACTICS

Alexander Calder (1898-1976) figures among the most influential and
innovative sculptors of the twentieth century. His two most significant

forms, the nmobi | e (a sculpture made of wire and sheet metal setin m otion
by air currents) and st abi | e (similar in construction but stationary), are

firmly embedded in the lexicon of art history. Cal der and Abstraction:

From Avant - Garde to | coni c, Calder’s first museum exhibition in Los

Angeles, brings together nearly fifty sculptures ma
1975, underscoring the artist’s original thinking a
contribution to Modern art.
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from Europe a unique blend of Dadaist, Bauhaus, and
sensibilities that he expertly translated into a ne

vernacular.

Calder in the 1960s began to create large-scale pub
was an early supporter of this bold new work, commi
Art Museum Council the sculpture
museum’s 1965 opening (installed now in the Directo
With commissions from cities including Spoleto, Ita
and Grand Rapids, Michigan, Calder continually crea
for museum plazas, corporate headquarters, and gove
his death in 1976.

Panel s

Calder met Mir6 in 1928 and Mondrian in 1930, and t
would prove to be the most radical of Calder’s care
developed both the mobile and the stabile. His earl
with flat and graphic lines, are like diagrams of d
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Mobi | es

After visiting Mondrian’s studio in 1930, Calder be
sculpture that moved, impelled by either a motor or
thereby freeing it from the constraints of gravity
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Early Wre Scul ptures
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Constel | ati ons

Calder’s 1940s “constellations” suggesting astral ¢
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linearity and three-dimensionality, the abstract re
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sculptures termed st abi | es. In these works, the architectural forms are

cut from thick steel. With this stronger material—a
foundries and metal shops near his studios in both
and Saché, France—Calder was able to construct larg
sculptures that were ideal for public spaces. With

all over the world, Calder began a virtually consta
public sculpture until his death in 1976. Today, en
iconic sculpture in the center of a city, in front
government buildings, in a bustling airport, or at
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When the Los Angeles County Museum of Art (LACMA) o

1965, the new complex was punctuated by several lar
among which was Calder’s
Council (AMC) in 1962 had organized a “fountain com
significant sculpture for the new Hancock Park loca
researched countless artists and conferred with scu
before offering Calder the commission. Calder accep
which AMC President Laurelle Burton announced the a

have a man of Alexander Calder’s prominence be the
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sculpture specifically for the new museum would set the standards for

future efforts, on the part of the artists and dono rs.”

Calder visited the site and consulted with the arch itects, designers, and
museum officials through the fall of 1964. The mobi les for the fountain
were made in Connecticut at the Waterbury Iron Work s and then sent to Los
Angeles in late November. Calder returned to the si te in mid-December to
place the mobiles and oversee their installation. A t the AMC’s request,
Calder also designed a poster to commemorate the mu seum’s official opening
on April 1, 1965. As the photographs of the complet ed work reveal, Thr ee
Quintains (Hello G rls)isan exuberant fountain, with simple geometric

mobile forms floating in the air propelled by water streaming from four
jets. The work heralded a new era for Los Angeles a s it expanded its
population, influence, and cultural sophistication— and marked the first
time a Calder sculpture on the West Coast had been specially commissioned
for its site. Three Quintains (Hello G rls)isonviewin LACMA’'s

Director’'s Roundtable Garden, on the east side of ¢ ampus.



