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(5 T 1926 = 1932 & [V RifRle % 12 5 i Sy By 0 1929 & > JIF|[IIE )y (Galerie
Billiet) Fu A g3 7~ lfxﬁ’%%’fi 5y VR 1931 & o AR BERY L T G- €]JAFL
)Ty (Abstraction —Création Group)fiviy f » *04% 1933 &% T #lig9- ETUle’IJ fRy
Ei— [Filge™ lf,ﬁ%%ﬁﬂgﬁ,lﬂmuﬁ B F,%ﬁMJ_QI}?“‘F*}tﬁ?l@i’?\'\’ﬁ[%‘&%ffﬁ?
o= f T e RS IfMLFFIP |75 ’?’F"ﬁ ‘”ﬁﬂ [Pl s > T
71 ((Constantin Brancusi, 1876-1957) kLR, "I ik © > Hu” Zefl (Wassily Kandinsky,
1866-1944)FL{Fsl * > St E14 (Piet Mondrian, 1872-1944)kL{H 7 ~ - Fi(Joan
Mird, 1893-1983)k L7175 * - }‘EI%Q-ETU&?&?FQ% FIES! 44 ) (Art Non-Figuratif)
 HFY 21FF [F(Non-Representational )izt =« 194 » i 1= [ SUAYF 823 ity
RRGE S B [ R éfp * i IEL'E‘J(Jean Helion, 1904-1987)"] = i lffﬁ(Theo van
Doesburg, 1883-1931) = =R PV E: 5

& ﬁ&%z_ S I U SR RSO R T
i e SN sl AT (3 757 .

SN T - ) s 1926 2 1082 5 » PR BRI T v
bEﬂj fif] » 777 1932 & AREEL iﬁ?ﬂﬁﬂﬂié‘? ﬂ%l? 5 HvEF o A EeE T 1926 F ﬁ’ff&[iﬂﬁ sl
[ R+ 1038 5+ 10 I v AR VA s Eii: FERLEIF R » (F s
fPJ>> g e ;iﬁiaﬁ{ PR R s ff*mi sl il @ﬁiﬁ?ﬂ iﬁﬂ*
SELE VS F[LJ TEE LY [%pzv %}#ﬂf[[ nuf ’FF@LF' JS‘i‘E gc 'i[ B & VR FINE [ > E’ﬁ'J
T, WWﬁf R RTMIAL ) (R & Rt
r JFEEF” B ETRLE 3 3 P PR SRR s s WERE - Quote
in Osborne, Harold., Ed. The Oxford Companlon to Art, Oxford: Clarendon P. 1970:185. “From 1926
to 1932, he spent much time in English and Europe’
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(San Francisco Museum of Modern Art)fvgE = (Director) i (David A. Ross)F?d AR
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“”_)FF‘ g 3 2 gl (e S F"[ o N ET 5 L rﬂ’fﬁ";ﬁ;?’fJ (Ashcan
SO LIS G151 18 S - o O

A5 O I ) A @ %%%$WW%ﬁ%%ﬁm%éo
By 823 1909 = fi () (dog.fi! 3-1) » Pyt g F AT > 55

b B HER] PR £ PRI 'E}@F* P T I F IR TP L

A o 1925 F POy ]‘EFF[! (374 M=) (Fourteenth Street, il 3-2) » FrAZIfVLL
A “ﬂ s, =F UGFFJ T RERERS R A N S i - %ﬁ*f"“%p?‘l}l 1928 F A
W () (Cowlp ST PRI IET » F A B PRI %)
FIIT TP 2SR o b= U T AR Y - EULF_LM B 'J fpdrE
FLF | ZH Y (Representational ) =4 i UL HT B E > £ ?J £y mfz[ FAE P RLE
B GRS T R R CERITRS JL B “l#’ﬂ?w g
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1 Early Mobiles 1998 San Francisco Museum of Maodern Art, 1 Jan. 2004 <http://www.sfmoma.org/
espace/calder/calder_earlymobiles.html > “Calder is the link between the evolution of American
modernism and its European counterparts, especialy in the school of Paris. He was the transitional
figure, the bridge -- literally, by traveling back and forth -- but also by having an artwork that bridged
that gap, between |nd|genousAmerican modernism and what was developing in Europe.”

7 S BBV PV R AT B T SRRV D o B Ry RV SR T
ﬂlwc” 'JUW[ES«'“@L[ B F;H*Bi_gﬁlﬁi ’”UH%&*LWEJ’WF‘ YrEETT(Whistler » 1§ 1903)*[1
#ﬁ(Sargent 1§ 56-1925) - ﬂ[as«wlog,qw ﬁ Fu(Homerl 36-1910)F[1 4 27(Eakins,1844-1916)

© 1890 % » HGUEEINT o (R ALE AR SR o BRI LIS o R HRLES

B B E u&m %[ 1930 # ¢ ,x;wﬁj [ﬁfapﬁif ' i (Wood,1892-1942) » F4[Ifgif1] |

Hlﬁ“lﬁ‘fﬂﬁi iﬁﬂf ° 5’@’7"'\'%%1@“?4%3? F B % F R T Jw%”{g ﬂJE'Jir{ﬁ?’E@?

El‘Jéri,J i *m}ﬁ’z‘i#‘j [ ‘H]Eu J“Ilj}{»’%fﬂﬁ] WE ?JEJI‘J*J YR W%,ﬂj F{J [+
(RS Fm‘*ﬁ%’f%’, o E 1Al 3 (De Kooning, 1904—1997) » ﬂJ(Pollock 1912-56) ~ Fi e kL

(Gorkyl904 A8)H 17 [N(Kline,1910-62) kL1t = foift o
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RS o A7 B T fﬁﬁ'ﬁl—iﬁm%ﬁ/:‘ A RE 1930 F [UigaR <:T:gg§
(Untitled,ﬁ%ﬂ 3-5)E15J¢E|J%uigh§{ . Iigagg mpqﬁﬁjf’ F,aﬁ— ]M’*'Ezp ﬁ[p

ARG, > gt e fﬁ%fﬁﬁlﬁﬁkﬁwfé%ﬁ STRETS (P 2| A AR i l'%?i 7
(B FJ v R T i I E R A R Tf[ TR f:'El RFRE S

—Fi
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%la / \J’Eﬁﬂ Elc[{ﬁﬁ F[JH rj:?”_lz“ ﬁqﬁaﬂp( I_Lllﬂ?x (ﬂjgli TEL;F?FU;;\?
Fh o Fl ﬁ/ﬁﬁﬂ_,iﬁ_r ZNE =N zﬁ%ﬁg&zﬁ; [’ﬁH‘ ﬂ\]zsqij mﬁwﬁlﬁ_ SRpUTE
f”f e R 9 B (R O 1920 |J~ FE‘L}FIJ VY~ F TR AR
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% Quoted in Lipman, Jean. and Margaret Aspinwall., Alexander Calder and His Magical Mobiles, 1st
Ed. New York : Hudson Hills Press in association with Whitney Museum of American Art, 1981:41-
My entrance into the field of abstract art came about as the result of a visit to the studio of Piet
Mondrian in Paris in 1930. | was particularly impressed by some rectangles of color he had tacked on
hiswall [---] | told him | would like to make them oscillate.”
® ¥4 26 rue de Départ - 7] VA5 (Brown University) 3 &5 % :"Tﬁ(Maureen Illona Meister) i+
F?l.?d/ I[lf EH%JNF’? SNTESHAY A P o 1930 jd (= ﬁl_'?‘iiﬁ(Fnednch Kieder, 1890- 1965)%@“
T~ 3 A ar [JEE SHENF Jq’ AR BT E S~ A7 FEi(Le Corbusier, 1887-1965)
Eﬁ’”” Rzl (Karl Einstein) ~ 27|} ;E(Seuphor)iF[Wﬂ HEID o A7 B3 A A S 5o 3 % 2 Pt
(William Einstein, 1907-1972)#E1 +" &) &b e FH AV EAS - j"??i[ﬁ:ﬁ A= S HAA HW"FVT
pLp— =R PG AT RL P SRR 8 PR bl CvpuIES - Mester, Maureenlllona. the Shock
that Started Things: Alexander Calder and his Encounter W|rh Mondrian. Diss. Brown University,
M.A., 1983:5.
0 Quoted in Meister, 6-7. “This visit gave me a Shock that started things. Though | had heard the
word 'modern’ before, | did not consciously know or feel the term "abstract.” So now, at thirty-two, |
wanted to paint and work in the abstract. And for two weeks or so, | painted very modest abstractions.
At the end of this, | reverted to plastic work which was still abstract. - ”
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o ARRBEIS T RL - AEIBUSE BRI 3 3 RO (R g i s » 375
I 4, *"‘f"%ﬁl S A Al S 7]@*};&,1@'@@% ﬁggg_[”aiqyé%ﬁ&ﬁ i
lﬁﬁu *J'T:EIJEIJ%JFE‘} (5 R AA P T RENROSE EET ) (Moving
ondrians)i g i 2. » vt M IRGL T AR IRE St FHEVE =R R
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mi
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R E L 8

ﬁ%*%iﬁéﬁﬁ@i T2 Pl R SR AT o SR VSRR E - [ R
SERLRLBCT RO % ) IR I (Phidias, ©.490- c430 BC)FI & (g

" Quoted in Meister, 5-6.  “My first impulse to work in the abstract came upon avisit to Mondrian's
studio, in the fall of 1930 (I had been introduced by Kiesler, and taken there by another friend). | do
not know whether or not you knew his atelier asif then was — a white wall, rather high, with rectangles
of cardboard — painted yellow, red, blue, black, and a variety of whites tacked upon it so asto from a
fine, big composition. | was really much more affected by thiswall than by his paintings, tho now | like
them very much, and | remember saying to Mondrian that it would be fine if they could be made to
oscillate in different directions at different amplitudes (he did not concur). | went home and painted
abstractions for two weeks — and then reverted to materials which were more fluent for me, and did the
objects which were exposed chez Percier the following spring (I think you said you had seen that
show).”

2 Quoted in Alexander Calder : The Artisst Who Went For Mobiles, Mars 1999, 3 Jun, 2003
<http://www.artcult.com/calder.htm >

% Quoted in Hughes, Robert “The Merry Modernist.” Time Canada, 151.18(Nov. 1998):65 “No, it is
not necessary; my painting is already very fast.”
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7 Read, Hubert, Modern Sculpture : A Concise History, c1964. New York : Thames and Hudson,
1985:14. EI i VR AR 0 - kLTI JRERAE DY (Conceive form in depth) o 71
s = kL TAGEERN ) (Pure Form) » (U ET -
175 “Ef l’*‘\?E %}ﬁufl‘fj} £, F}H E’l’]ﬁf{‘;’y}ﬁ ETZU?}EI rij?ﬂ '[Lji'ﬁ ARl FT\y;Elﬁﬁwggg'@%mg@ﬁ@
9557 | m%oTw%ﬁ%wA«pu FIRES » Fi B AEDS 6D 1~ YRR oTRme s | [ -
o f[fﬂﬁi AT %4 » I JuF[](Paul Klee, 1879-1940)E {4« = 2~ @E‘?ﬁﬁ#ﬁ”lﬁmﬂqi?”ff*ﬁ'g
g éﬂ["e;‘z;ﬁ 4 JlFTI'J [ 'ilF ?ﬁ]p I(ConsIantln Brancusi, 1876-1957)£% (N % o T i AT EL 1
FURSAY o PJPr g R A o 2 Mfe s I') L EREEL (Kasimir Malevich,1878-1935) i {44 « 3 ~ %)
Eﬁ -?JJI:IJ— rE[)g[*j[_ﬂ;j—‘iii 5 EL ST 3 ;ﬁ 1= XEH(IT) ;rE GAGZ ;;guﬂ[{ljﬁﬁd (Jackson Pollock,
1912-1956) 47 [N -
e g TH 102,
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1951 # fiu— iy 8% (71902735754 ) (What Abstract Art To Me 2) < Fifli
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BAERD SN PRA AL R - L AF G E R I et S F G
PRE - AP F < B R o A DR, E{%L/-‘i— e R S S
B AERE S GAA R ] R CRR S ERBEF W
B2 25 Pl o f 2 i wﬁti@zmsm R gaﬁfﬁr‘b@t
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IR RAEF R T o

AR EE L |’ﬁ'L%Z4EIU§t§§?F9ﬁ§7<UI'EFﬁ#[FII o T fy TEME L TR
YN E R A R o A EE I E ngf,’f? (P = ISR R S
AR RS 8 S A P ——PYSRRLSRE - NSRRI o
WEHIIF] [EIUS‘J‘L?E'EWF[FI}J%“LZUHI P[RR > (LB T AP B SR F&ﬂf@ikﬁﬁ_r :
B R BT R AT SR 1930 2 FOBER (Pt £ it
EJ|;k(Planetarlum)ﬁ&*ﬁﬂ-ﬁ;i;(Orren&s) lﬁiﬁ'ﬂ%ﬂfﬁﬂli F[' R . rifﬂ Eﬂj‘

1> 1931 £ A g {7 2 [E | H@(Drawings) - 57 Fﬁ*’ﬁ‘ﬁ'%ﬁﬁf gl

7 Jvanov,Vladimir The Sphere 12 Jun. 2003 <http://www.imagination.8m.net/researchl.html >

78 Quoted in Alexander Calder. “What abstract art means to me?’_Museum of Modern Art Bulletin,
18,5pring 1951: 8. “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 that the idea of detached
bodies floating in space, of different sizes and densities, perhaps of different colors and temperatures,
and surrounded and interlarded with wisps of gaseous condition, and some at rest, while others movein
peculiar manners, seems to me the ideal source of form. When | have used spheres or discs, | have
intended that they should represent more than what they just are. A ball of wood or adisc of meta is
rather adull object without this sense of something emanating from it.”

7 Quoted in Lipman, 52. “When | have used spheres and discs, | have intended that they should
represent something more — the earth is a sphere. The sun is a sphere.”
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A i " fEfi(Alexander S.C. Rowen) BiE] « © ) Eh— SR Sy A
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P RERREFIEFRMEN - I, F‘,f;\:pw AR B IR (Albert Einstein,
1879-1955) ¢zl 1~ 40 ;341 X ’mgﬁ@Lw@%@W¥ﬁFJWWawﬁ&
T (- A 990 TR PO 0ERU(Cycles) » 2RI -~ MHEIRT % pAcE)
i E=mc? pH A [HF‘ CHE B = HES ?*%H’EUFF"—QLFIH lgﬁ’ﬁﬁ“ o s 1/ ,;ﬂ?
MI_F[D /S o SE e 'b"EFF[hHI ’ lﬂﬂf 1930 F PR HvEr ‘f’/h&lﬂi‘%ﬂfﬂ
TEEMERPV R g o BUUCRL e ORI 2 5= p = BRI R G o o | R R
B NREIIRRY - RIS T R S -

FEAER PR & % 5

gk Ff[wga RE > 7 1940 & (NI > % @%ﬂ EJE‘FWEJ”—EM S

ERRERERI £ 0 et R A I e AT BRI
A Ry BT 7%*“ P WERIRS PRI E R i _HI JRTEILE i&ﬁxiﬂjxﬂwil*
it (Constellations) - (79[ 1942 & it ( /4 ) (Constellation, il 3-8)7(1 1943
=+ Ay (YR 4 ) (Dynamic Constellation, [ﬁl 3-9) o B EFAURIFIY A EERL
SRR PR pY R RRER lpﬁ{[@}”ﬁlu i%%lpjfii%pﬁ@'ri,ﬁfﬁ fY
- J}H‘fﬁi [l & Ry J?»ru ff Py dpd e (BRI AR 2 PRI
3 ”fl Tt & Tgfsle A PRfVARRAS 172 (Wire-and-Wood Construction) » lﬁéﬁé Eﬁ“#ﬁf |#

0 Quoted in Lipman, 76. “The drawing makes it easy to imagine that the little black circles could

come together as parts of a Calder mobile.”

1 Quoted in Prather, Marla., Alexander S. C Rower., and Arnauld Pirre, Alexander Calder 1898-1976,

Washington : National Gallery of Art.1998:60. “Asatrained engineer, Calder was in a better position

than most to call upon the model of modern science as a paradigm for hisart.”

2 Horn, Miriam., “ Sculpture that Won't Stay Still.”, U.S. News & World Report, Vol. 124, Issue 13 (4

June 1998)

8 Tuchman, Phyllis., “Calder's Playful Genius.”, in Smithsonian, 32.2(May 2001):82.

T 1930 5 [R5 A A E#PWI%’; R~ PIRSEE > JU B Uéﬁ'if (o]

5 Quoted in Constellations 2003, National Gallery of Art, Washington D.C., 12 Jun. 2003
<http://www.nga.gov/exhibitions/calder/realsp/constellations.htm > “| devised a new form of art
consisting of small hits of hardwood carved into shapes and sometimes painted, between which a
definite relation was established and maintained by fixing them on the ends of steel wires.... |
decided these objects were to be called "constellations."”
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I REVSE A o L 7 = AR SRR > SRR R %
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RN E‘VFE',? TTFEHERIR A, 5 = RlIpORE R frﬁ'ﬁ JE“FFH FARFHERPY
ﬁl’ﬁf i 451 A iﬁ:ﬁ[ﬁ AT J@Eﬁpuiflgﬁ’ﬁw[@“ ;FQTHL*FUE}J 1 F/ﬁ
(LR ERRE Tﬁ*JWUH IR

EIREC LT
P TR SR G » PpORTER IR RO IR

qﬂj (Giovanni Carandente);’”E
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el > PpB @ E - T, 803 KR R A B B Ep AR
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1 Prather, 60.

7 Quoted in Carandente, Giovanni Calder: Mobiles and Stabiles., New York: New American Library,
1968: 5. “More than ever, in Cader’s sense, the artist is the medium between the Universal and the
knowable, and communication is immediate. He does not begin with a metaphysical conception of the
world. Nature's tiny mysteries, the simple form of nature elements, the throb of life — the cognitive
world he transforms into a universal image begins form such things.”
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3-14) - iﬁﬁfﬁﬁéﬁ@upfjgﬁ%iﬁ%ﬁﬁ STRIRE > S TR g
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' Quoted in “Looking Poised and Cheerful”, Economist, 322.7752. (28 Mars 1992) “...... with a

lasting impression of the solar system.”

¥ Quoted in Carandente, 14. “This visit gave me a shock, A bigger shock, even, than eight years
earlier when, off Guatemala, | saw the beginning of afiery red sunrise on one side, and, on the other,
the moon looking like asilver icon. This one gave me a shock that started things.”
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oo T DUV IR (e = ) (Calder and Mird) » ol = FJ R
( 25//%7;7’9 f_/{[ 4 2 pofserisa)  (Calder’s Mobiles are Like Living Mir6

1 Quoted in Lowry, Bates, The Visual Experience : An Introduction to Art , Englewood Cliffs, N.J. :
Prentice-Hall, 1966:225 “ Immediately to shift our attention from the painting by Mir6 to the mobile
by Calder (figl80) isto make us feel that these painted shapes have suddenly been taken captive. Their
previously free motion now seems controlled and directed. ...... what are painted shapes have now
become metal shapes existing in the physical world and subject to its mechanical laws. ”

1 Schwartz, Constance. and Franklin Hill. Perrell, Calder and Mird, N.Y.: Nassau County Museum of
Art, 1998.
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12 “Calder's Mobiles are like Living Miré Abstraction”, in New York World Telegram, February 15,
1936.

1 Kelleher, Patrick Joseph., Living with Modern Sculpture, the John B. Putnam, Jr., Memorial
Collection, Princeton, N.J. : Art Museum, Princeton University, in association with Princeton
University Press, 1982: 29
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% Quoted in Sartre, Jean-Paul, The Mobiles of Calder 12 June. 2003 <http://www.calder.org/SETS
SUB/lifeltextd/life texts sartred6 _conl.html> From Valentine, Curt and Buchholz Gallery, Alexander
Calder New York. Exhibition held 9-27 December 1947. Essay translated reprint of Carre 1946, 1+
FL¥ £, Maislaplupart du temps il nimite rien et je ne connais pas d'art moins menteur que le sien.
L a sculpture suggére le mouvement, la peinture suggere la profonduer ou la lumiére. Calder ne suggere
rien: il attrape de vrais mouvements vivants et les fagonne. Ses mobiles ne signifient rien, ne renvoient
arien qu'aeux-mémes: ils sont, voila tout; ce sont des absolus.

i ZFEL But most of Calder's constructions are not imitative of nature; | know no less deceptive art
than his. Sculpture suggests movement, painting suggests depth or light. A "mobile" does not "suggest"
anything: it captures genuine living movements and shapes them. "Mobiles" have no meaning; make
you think of nothing but themselves. They are, that is all; they are absolutes.
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1% Quoted in Calder: Capturing Movement, 2003 , UNESCO, 9 Jun. 2003 <http://portal.unesco.org/
en/ev.php@URL_ID=10552& URL_DO=DO_TOPIC&URL_SECTION=201L.html>  from “Calder:
Capturing Movement”, The New Courier No 2, April 2003

“1 have chiefly limited myself to the use of black and white as being the most disparate colours. Red is
the colour most opposed to both of these — and the finally, the other primaries. The secondary colours
and intermediate shades serve only to confuse and muddle the distinctness and clarity.”

% Quoted in Lipman, 53.  “I lovered so much that | almost want paint everything red.”
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7 Kostka, Robert. The Mobile and Stabile Alexander Calder, Meridian, 12 Jun.2003 <http://www.
meridiangallery.org/M GNcal der.htm> from Robert Kostka “ The Mobile and Stabile Alexander Calder”,
Meridian Notes Vol. 1, No. 1, 4 Sept. — 1 December 1998.

0 Zeki, Semir < ~ ARV - N EGEEE ¢ PR IREVIR S Thge - RS - 25 g > 2001
: 175.

% Quoted in “Alexander Calder”, Arts World, n.d., TV Channel 199 on Sky Digital, 26 Sep. 2003
<http://www.artsworld.com/art-architecture/biographi es/a-c/al exander-calder.html > From lan Chilvers,
The Concise Oxford Dictionary of Art and Artists, 1990 Oxford University Press, 1996 “---in a
letter to Duchamp written in 1932 he spoke of his desire to make 'moving Mondrians.”
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BRSO - BRI T S O [ R
SR R () R IR R R AR
Efjﬁiﬂ??%ﬁﬁﬁﬁﬁfj’i&ﬁ 20 ] wel plHHER [ RV 75 BT o

_-EH

FH iR

[ o™ B~ ) SR SRR S TR POATETD 9t AR R g{'{ég'lﬁiﬁ’ﬁfﬁﬁgﬁ i
OB BT 195 & LIRS MR~ W07 - T ) R kS TR
Scavenger FY FTﬁfP@L’fgﬁ{ sdunkman o PR YIRS AP %«A]*L?IEE%‘“
i’?&’ﬁfﬁ#l ° 2°3ﬁlj}lﬁi§§“ NPl A ] SIS EE P SR VAT o A

20 Quoted in Read, 245. “Metals in general have certain unique qualities — they are ductile, which
means that they can be drawn out into wires, and they are malleable, which means that they can be
shaped into form by hammering, and they can be melted and cast, moulded into predetermined shapes
or pressed.”

21 Quoted in Hughes, Robert, “The Iron Age of Sculpture’, Time, 141.18 (5/3/93): 63 “...It signaled
the first basic change in not only the materials but aso the nature of the art since the invention of
bronze casting, which occurred so long ago that it belongs to the domain of myth, not history.”

22 Strong, George M., The L ate Sculpture of David Smith, Diss. Syracuse University, PhD, 1999.

23 “] ooking Poised and Cheerful”, Economist, 322.7752.( 3/28/1992) “...he got called *"Scavenger"
becauise he collected the household's | eft-overs of string, wood, glass and stone.” §Y
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PR B RIS BB BIFIRC (SR RGP o & R
Ly L R S e [, o (U 1974 7 BIFP S BT ﬂB’HEJHJ (Hlil
1 (Columbus, Indiana) ] {1V FEHEY] ]EFF[} (IS~ B (Chaos |, Qaﬂ 3-32) > &4

15 P SPRE (i A RURE SR PR AP o e
1950 & (R 1960-1970 & (& Eﬁmh = SMERL PSRN T G (05 (Assemblage)
< U TR (Junk Art) > SERIENFSI IR S R SR A )
U5 [ QTR P BB RCETRA S ¥ AT SR L B
FEER lﬁuﬁ@ J?]KP AR R Jj FRESIFS ZIA TPV SR S - ;;tul»;i});;lﬁ#[p@
ELINGS e (et Lmﬂﬁ%w$W?w4MP*@v*@£%WﬂW%
’Eﬂiﬁ‘nrm (Object Art) o =2 fiagll_HpY F?JEE'EE‘WTJ RLI B | EGRAYE i
BT ~ T T SRR Al AL ﬁmﬁVﬁﬁﬁﬁwwﬁﬁ*

AT SIS F IR R« SIS (Willy Rotzlen) i (#2027
(Objektkunst)F: :
Hughes, Robert “The Merry Modernist”, Time Canada, 151.18(05/11/1998): 65 “...... aways a

junkman of bits of wire and all the prettiest stuff in the garbage can.”

24 Quoted in Lipman,12~71. “You can aways find new ways to use scarp mental so it isn’t scrap any
more.”

25 Quoted in Lipman, 46. *“I feel an artist should go about this work simply with great respect for his
material.”
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s R TS o ke il REEE G R -

I FRERL AT OB QR (ST - A
R RERI EE THA TS [ TR 0BT AEHP(Found
Object) ~ 5 1% « 7024 iy~ BRI - A SRI (s
= ] A e AR PR RS A Ejﬂii_ﬁiﬂﬁ?J%fEfﬁfiﬁwT[#[H[ ' Y

]"Eﬁl,p U Sﬁ 15 F RS [é'r ﬂ“"J[I* e A eIk s 2 E.Z?gﬁffﬁﬁ[!, » 2h
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P B W E IR T “Tﬂlﬂiwj?ﬂ B VIR -

ST ff (SO P LT B SIATRIOPS- S AR5
R R R R R < LU TR TR VIR R R
Fiﬂﬁﬁw%ﬁ? B POISEIFURESR AR o TREEIIATRL > IS B A PEAIT
PET> B R0R ek P9 (PR Rl > hy T AR AL o R W?lfl Ay
P ﬁpﬂfﬁ SRV PSR AR o SRR - B AR PR
- ESTH f‘EFF,#,ij;»;i o 20 | ﬁ@ﬁ—@ | p@['ﬂﬁﬁfcézﬁ;r &g jJ\f‘.}I’E[EI |RL™
'ﬂﬁ TR S e AR @h’éﬂééj?rEJIH(Modelmg)ﬁ (RIS R 3 ereﬂ
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27 Rotzler, Willy 3 > SUZRFRE ;”Jﬁﬁ‘%‘wwobjektkunst ] ’F,,l“ Dk 0 1991 - 13 -

28 Rotzler, 13.

29 Rotzler, 14.

20 Quoted in Sweeney, James Johnson. “Alexander Calder.” Cader Foundation. n.d. 2003 Calder
Foundation 9 Jun. 2003. <http://www.calder.org/SETYlife/texts setd/life sweeney51 set.html > From
Alexander Calder, New York: Museum of Modern Art, 1951. Revised version of catalogue for
exhibition held 29 September-28 November 1943 (extended to 16 January 1944). “Always ready to
share credit for hiswork with his material.”
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21 Quoted in Sweeney, “ Alexander Calder.”

22 Carandente, 6

23 Quoted in Read, Modern Sculpture 162. “Alexander Calder is often claimed as a Surrealism
sculpture, but his characteristic mobiles, although they belong to the realm of fantasy; do not conform
to Breton's definition of Surrealism as ‘pure psychic automatism’. Rather they belong to the realm of
play; they are products of that ‘play instinct’ which Schiller identified with the essential freedom, and
essential humanity, of the work of art”
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ifléﬁﬁﬂ‘ﬁ’&ﬂ”’?“* g Ji 1 (Animation) F U EE B (Whimsy ) o £T H&ﬂjf EPHE
F IR o *ﬁ&f(Jed Perl);rF,L['wglaﬁ@u‘Eﬁ{,p[J~ sfrf A A B s iy
B BB fﬁ@ﬁiﬁkrj (B HpusT- H ﬁi.&if,gﬂfﬁﬁzu SRR A 4] B
PSR - P9

Jode o A PB A E B R R L L B S B2 15 B
RSLT] 6 chir RS B ARl R 5T A f AR IR » F R
CIRA R T e iEbefe Ty 5l ML RN A e R
PR BEHHE R ERLE

A B Llﬁ.‘dﬁ‘ TRl J?ﬁEI*fﬁ'ﬁWZU > o USRS ~ RS~ RIS~ AR
» AAHPVFET g ﬂfﬁ’ﬁ“} 1920 =+ [RAvsE-[ [ (Miniaturized) fo 55 Ed = 5(](Circus,
[ 3-35)fF ] =R A e - Hi#2 (Jed Perl)fp T bl T F AR 2 s
VIIEERE S L r,i'[p?rﬁ(RubeGoldberg) 2of— Ton o (Y M 53— PRUiE
e R ﬁsﬁﬂg@ RS TIR RO FIF A H AP
EER A} lﬁfﬁF(Cork) AP TRl S Fqg CE ?&’EI@F’E
Eﬁﬁ%iﬁi% R 'Ik'&ﬁ?*ﬂ"b Eo PUEE R ?‘IE*JEJFTJE‘V[EW A’
iF;Eﬁ » T ReE *FW Fﬁioﬁx&_ T B ORI H RS EEI'(Barnum and Bailey
Clrcus)]é‘ﬁp} }ﬁ » SEP RN Jﬁ/ﬁﬁgf11 TR o SR Ml_p g TR
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24 Quoted in Kelleher, 29. “Though also inspired by the Constructivists, Calder’s early, austere, and
open geometric constructions of wire and cutout mental, had a Surrealist quality of animation and
whimsy.”

25 Quoted in Pearl, Jed. “Being Geniuses Together”, New Republic, 218.22. (06 Jan.1998) “Initially,
people warm to Calder's audience-friendly humor. After a while, though, they begin to realize that
most of his work is resolutely, purely abstract. And here the uneasiness comes in. While Calder is
still offering balancing acts and now-you-see-it-now-you-don't magic, this is al expressed in terms
of abstract forces and absolutist distillations.”

26 -5 8 7 [ 1% (Rube Goldberg) iﬁi BRI E % 0 1883- 1970 0 I RS TP (I e B RGN A

"‘;*_,LF%%F[‘J;};%&% P E o P Jupa #F Rgesi

27 Pearl, New Rgpubh c, 218. ZFZ

25 Quoted in Greene, Louise L. “Action Artist”, Appleseeds, 4.9. ( May 2002) “Animals-Action. These

two words go hand in hand in art”
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2 PP e EUT & (Miller. Still)3 « T e FoasE ]*53?* B IpuR
PR o ] EIHHEI*J%F&[JJ/ i A B EAEEE Y AR ] ’}thﬁrﬁt
AP aw%w P AT - T 1970 5 (0 o A ROEITHT v R
1920 &= [REfR ﬁﬁ[«" *J?JIF_L & EE S S 19703 RENE ET]J{F—L ’ *Jff’ﬁ PSS
(Animobiles) » ~ [f1=] 1976 & At @i Jii e 35— S f [ Sfie- BT 1970£F i (il
?,EJ =) f VE % ) (Crinkly Taureau q\%\' 3-36) A BR o i ﬁ;ﬁﬁﬁ ] =TI éﬁ‘f”i{% -
);kyﬁf‘?'ﬂ\%p Y ’ﬁl‘%’\ S R FE R }{—J AR ST VIR | % Ui {J"ﬁ@;ﬂ F—

29 Quoted in Marter, Joan M., Alexander Calder : The Formative Year. Diss. University of Delaware,
PHD, 1974: 49. “l was very fond of the spatial relations. | love the space of the circus. | made some
drawings of nothing but the tent. The whole thing of the -- the vast space —I've dwaysloved it.”
20 Quoted in Horn, Miriam., “ Sculpture that Won't Stay Still.”, U.S. News & World Report, 124.13 (4
June 1998):10 “...alittlelocal festival”
2L Anonymous, “Drawing in apace”, in Scholastic Art, Dec. 1999- Jan 2000.
2 = fﬂjiﬂ:ﬁ”]’%{%@' o

guotm in Greene, Louise L. “Action Artist”, Appleseeds, Val. 4, Issue 9.( May 2002)  “I want to
make things that are fun to look at.”
24 Quoted in Horn, Miriam., “ Sculpture that Won't Stay Still.”, U.S. News & World Report, 124.13 (4
June 1998):10 “He isn't tormented. He wants to make people happy.”
% Quoted in Lipton, Mike, “Picks & Pans. Tube” People, 49.23.(15 Jun.1998) “When it's
dinnertime”
25 Quoted in Lipton, People, 49.23. “......
27 Alexander Calder: the Artist Who Went for Mobiles, Mars 1999, 3 Jun, 2003 <http://www.artcult.
com/calder.htm >
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230 Quoted m Greene Louise L. “Action Artist”, Appleseeds, 4.9.( May 2002) “My fan mall is

enormous—everyone is under 6”

21 iﬁﬂ}quj T (Venezia, Mike)ﬁ?%ﬁa;i?ﬁﬁﬁjﬁ% > Venezia, Mike., Alexander Calder, New York:

Children's Press, c1998.
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%2 Quoted in Lipman, 65.

%5 Quoted in Calder, Alexander. “Mobiles’ In The Painter’s Object, Ed. Myfanwy Wvans. London:
Gerald Howe, 1937:64-7. “With a mechanical drive, you can control the thing like the choreography
in a ballet. To combine one or two simple movements with different periods, however, really gives the
finest effect, because while simple, they are capable of infinite combination.”
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%5 Marter , Joan M., Alexander Calder, 1991, Cambridge University Press,1993: 171-172

26 Quoted |n Llpman 19 “amobileisthat a piece of poetry that dances with the joy of life.”
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#8 Quoted in Read, Modern Sculpture 226-228 -
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29 Quoted in Read, Modern Sculpture 163. “ For me awork must first have a vitality of its own. | do
not mean a reflection of the vitality of life, of movement, psychical action, frisking, dancing figures
and so on, but that a workman hasin it a pent-up energy, an intense life of its own, independent of the
object it may represent. When a work has this powerful vitality we do not connect the word Beauty
with it. Beauty, in the later Greek or Renaissance sense, is not the aim of my sculpture. Between beauty
of expression and power of expression there is a difference of function. The first aims at pleasing the
senses, the second has a spiritual vitality which for me is more moving and goes deeper than the senses.
...... but may be a penetration into redlity......an expression of the significance of life, a stimulation to
greater effort in living.”
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