LACMA  FOR IMMEDIATE RELEASE

EXHIBITION: CALDER AND ABSTRACTION: FROM AVANT-GARDE T0 ICONIC
ON VIEW: NOVEMBER 24, 2013—-JULY 27, 2014
LOCATION: RESNICK PAVILION

LACMA PRESENTS THE FIRST MONOGRAPHIC MUSEUM EXHIBITION OF
ALEXANDER CALDER IN LOS ANGELES

FORTY YEARS OF CALDER'S ABSTRACT SCULPTURES, MOBILES, STABILES, AND
MAQUETTES ARE REPRESENTED IN THE EXHIBITION, DESIGNED BY FRANK 0. GEHRY
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(Los Angeles—September 3, 2013) The Los Angeles Cou nty Museum of Art
(LACMA) presents Calder and Abstraction: From Avant-Garde to Iconic , the
first monographic presentation of Alexander Calder’ s work in a Los Angeles
museum. Taking as its compass the large-scale sculp ture  Three Quintains
(Hello Girls ), asite-specific fountain commissioned by LACMA'’s Ar t Museum
Council in 1964 for the opening of LACMA'’s Hancock Park campus, Calder and
Abstraction brings together a range of nearly fifty abstract s culptures,
including mobiles, stabiles, and maquettes for larg er outdoor works, that
span more than four decades of the artist’s career. The exhibition at
LACMA is organized by LACMA'’s senior curator of mod ern art Stephanie

Barron and designed by Gehry Partners, LLP.



Barron remarks, “Calder is recognized as one of the greatest pioneers of

modernist sculpture, but his contribution to the de velopment of abstract
modern sculpture—steeped in beauty and humor—has lo ng been underestimated
by critics. Calder was considered a full-fledged me mber of the European
avant-garde, becoming friendly with André Breton, M arcel Duchamp, Joan
Mird, and Piet Mondrian, and exhibited alongside Je an Arp, Wassily
Kandinsky, Fernand Léger, and many of the Surrealis ts. His radical
inventions move easily between seeming opposites: t he avant-garde and the
iconic, the geometric and the organic, art and scie nce—an anarchic

upending of the sculptural paradigm.”

“ Calder and Abstraction offers a window into the remarkably original

thinking of this distinguished artist and elucidate s his revolutionary and
pivotal contribution to the development of modern s culpture,” says Michael
Govan, CEO and Wallis Annenberg Director of LACMA. “ Three Quintains (Hello
Girls ) at LACMA has for decades been seen as an emblem o f the museum.
Following in the footsteps of its legacy, our campu s continues to be
enhanced by large-scale, public art—most recently w ith the inclusion of

Chris Burden’s Urban Light (2008) and Michael Heizer's Levitated Mass
(2012).”

Calder and Abstraction is organized in collaboration with the Calder

Foundation, New York. After its presentation in Los Angeles, the

exhibition travels to the Peabody Essex Museum in S alem, MA (September 6,

2014-January 4, 2015).

Exhi bi ti on Overvi ew

Calder and Abstraction traces the evolution of abstraction in the artist's

sculptural practice. The exhibition, arranged in lo ose chronological
order, presents highlights of Calder’s oeuvre from his earliest abstract
works to the crescendo of his career in the late 19 40s to his later public
sculptural commissions. While he is considered one of the most popular
artists of his time, his work also shares sensibili ties with less
immediately accessible artists, including the Surre alists and the
champions of pure abstraction that made up the Abst raction-Création group,
such as Robert Delaunay, Theo van Doesburg, and Kur t Schwitters, among
others.
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Three Quintains (Hello Grls)
Included in Calder’s portfolio of large-scale outdo
(Hello Girls

to coincide with the opening of the museum on Wilsh

Quintains
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( Hello Girls
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three mobiles, each balanced and supported by a pyl
single triangular metal sheet, folded. The mobiles

jets of water.
Three Quintains (Hello Girls )

Roundtable Garden, just off of Wilshire Boulevard.

Exhi bi ti on Design and Installation
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carved and cast images. Though he grew up surrounde
originally set out to become an engineer, earning a
engineering from the Stevens Institute of Technolog
1919.

After committing himself to an art practice in the
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full-fledged member of the European avant-garde. Du
1930s in France, he became friendly with and exhibi
most prominent artists. With the outbreak of World
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Calder’s status as an artist continued to rise in s

he was celebrated in countless exhibitions, includi
retrospectives at New York’'s Museum of Modern Art i
James Johnson Sweeney in collaboration with Marcel
Guggenheim Museum in New York in 1964, and at the M
Art, Chicago in 1974.

Exhi bi ti on Cat al ogue
The 256-page catalogue

is co-published by LACMA and DelMonico Books/Preste
includes two-hundred images, is co-edited by Stepha
Gabrielle Mark and features essays by Stephanie Bar
Blanc, llene Susan Fort, and Harriet F. Senie, as w
bibliography and illustrated exhibition chronology.
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Funding provided by LACMA’s Art Museum Council and Phillips.
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About LACMA

Since its inception in 1965, LACMA has been devoted to collecting works of art that

span both history and geography-and represent Los A ngeles's uniquely diverse

population. Today, the museum features particularly strong collections of Asian, Latin
American, European, and American art, as well as a contemporary museum on its campus.
With this expanded space for contemporary art, and innovative collaborations with

artists, LACMA is creating a truly modern lens thro ugh which to view its rich

encyclopedic collection.

Locati on and Contact: 5905 Wilshire Boulevard (at Fairfax Avenue), Los An geles, CA,
90036 | 323 857-6000 | lacma.org

Hour s: Monday, Tuesday, Thursday: 11 am-5 pm; Friday: 11 a m-8 pm; Saturday, Sunday: 10
am-7 pm; closed Wednesday

Ceneral Adm ssion: Adults: $15; students 18+ with ID and senior citize ns 62+: $10

Free General Adni ssion: Members; children 17 and under; after 3 pm weekdays for L.A.
County residents; second Tuesday of every month; Ta rget Free Holiday Mondays

| mage captions:

(Left) Alexander Calder, Gibraltar , 1936, lignum vitae, walnut, steel rods, and

painted wood, 51 7/8 x 24 ¥4 x 11 3/8 inches, The Mu seum of Modern Art, New York. Gift
of the artist, 847.1966.a-b. © Calder Foundation, N ew York/Artists Rights Society
(ARS), New York, digital image © 2013 The Museum of Modern Art/Licensed by SCALA/Art
Resource, NY.

(Center) Alexander Calder, Eucalyptus , 1940, Sheet metal, wire, and paint, 94 ¥2 x 61

inches, Calder Foundation, New York; Gift of Andréa Davidson, Shawn Davidson,
Alexander S.C. Rower, & Holton Rower, 2010. © 2013 Calder Foundation, New York/Artists
Rights Society (ARS), New York, photo: Calder Found ation, New York/Art Resource, NY
(Ri ght) Alexander Calder, La Grande vitesse (intermediate maquette), 1969, Sheet

metal, bolts, and paint, 102 x 135 x 93 inches, Cal der Foundation, New York. © 2013
Calder Foundation, New York/Artists Rights Society (ARS), New York, photo: Calder

Foundation, New York/Art Resource, NY

Press Cont act: For additional information, contact LACMA Communica tions at
press@lacma.org or 323 857-6522.
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