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ARCHIPENKO

Any important artist is an extremely complicated being. His works are the expres-
sion of his personality, and this is formed by many factors which manifest themselves
as an inner conscious urge to create in a specific direction. Of various forces that form
the artist’s personality the most important seem to be three: his inborn forces, his experi-
ence of life, and his desire to express himself in a new, still unknown, way.

We will consider how these factors shaped Archipenko’s art and made it a forceful
spiritual product of our epoch.

Archipenko comes from the territory that in ancient times was designated as the
Northern Black Sea Region and that now is the Ukraine. This territory has a tremen-
dous wealth of art of all epochs, beginning with the Stone Age. Here originated one of
the oldest forms of art, the meander, found intricately chiseled on mammoth tusks; here
during Archipenko’s youth the great Neolithic culture (Trypillian) was discovered with
its pottery ornamentation based on the play of round and inverted lines which create
cycles of unsurpassed dynamic abstractions; later Greco-Scythian art produced here
treasures richer than the golden objects found in Mexico. Finally, many centuries of
Byzantine art made linear rhythm the natural and inevitable element of every artistic
expression, especially in the many thousand-year-old folk art motifs which remain un-
changed today. Archipenko likes to recollect how in his student years he participated in
archeological excursions unearthing artifacts of the past and how great was the general
interest in every such discovery.

Consciously or not, this ancient art influenced the beginnings of Archipenko’s sculp-
ture. His first works were closer to the idols which once adorned the barrows of the
Ukrainian steppes than to classical statuary. They were strongly anti-realistic, shaped in
rude blocks of geometrically composed forms. From there it was only one step to Cubism,
of which Archipenko was one of the principal creators.

Archipenko’s cubist style, consisting of the correlation of amplified geometric vol-
umes, introduced completely new conceptions and methods into sculpture. Its principle
of the three-dimensional geometrization also influenced pictorial Cubism, giving it an
entirely new character. Cubism remained the basic, but by far not the exclusive, style
of his art. In his insatiable desire to grasp the enigmatic laws of the relation of forms he
literally ransacked all great historic styles for their most characteristic features, taking
from them the elements he needed for his new constructions.

Among his works are sculptures that have the primeval simplicity of Neolithic art,
the static solidity of the Egyptian, the ideal purity of the archaic Greek, the linear wealth
of the Byzantine, the spiritual upsurge of the Gothic, the refinement of the Rennaissance,
the expressive dynamism of the baroque, the elegant mannerism of the Rococo, and even
the neat accuracy of academic realism. For a lesser individuality this would have ended
with a more or less cultured eclecticism, but Archipenko approached all the traditional
styles with his passionate will to check the old foundations of plastic art and to reshape
them all and to experience their values in his own expression. Everywhere his construc-
tive and logical mind is in opposition to his dynamic spirit; they struggle with each



other, and it is the dramatic tension of this constant conflict that gives Archipenko’s art
much of its intriguing and convincing vitality.

We live in an epoch full of hitherto undreamt of discoveries in the fields of aviation,
electronics, atomic energy, space missiles and so forth. A true son of his epoch, Archi-
penko is regarded by critics not only as an artist but also as an inventer of sculptural
forms. In the field of art he seeks the basic elements of things united by a universal
constructive rule, and here he follows the efficient functional laws of modern mechanics.
Even before World War I he built figures composed of abstract geometric forms reminis-
cent of mechanical parts. Later he paralleled his art with Einstein’s theory of relativity,
convinced that life reflected through the prism of art offers a glimpse into otherwise
inaccessible depths. This led him later to the theory of cosmic dynamism, a specific order
that governs everything from man to plants and minerals. He regards creation as a state
of energy where the planetary forces are mingled with our cells in continual evolution.
Man extracts energies and ideas from the cosmic creative force and elevates his own
creativeness to a superlative degree where spirit and matter unite.

We know that rhythm is the basis of life, because everything alive expresses its
existence by rhythmic pulsation, beginning with the vibration of the microbes to the
circling of our cosmos. Archipenko fully understood this basic law of nature and it also
becamne the principal aim of his art. He creates the meaningful shape of space — the real
and the ideal within the boundaries of our consciousness — and there they live their own
rhythmic life. The sculpture becomes a being governed by the same transcendent laws as
those of our existence. Here lies the deep spirituality of Archipenko’s art, and it is not
to be wondered that he speaks so much about creativeness and the philosophy of art.

Contrary to Friedrich Schiller's axiom admonishing the artist to create and not talk,
Archipenko's answer is: to create and to speak. And he creates and speaks about his art
with passion, as the most important problem of his life. This is because he is always
fascinated not only by the work itself, but also by the problem of how and by what
impulses it is created, what it expresses, and what makes a creation a work of art.

He never creates an abstraction for the sake of abstraction and therefore he detests
that aspect of modern art that finds its ideal in expressing absolutely nothing. For Archi-
penko art has to transform ideas into material reality, it must demonstrate the evidence
of divine order and the spiritual causes which produced it. Forms must become symbols,
and for this the abstraction must be charged with metaphysics and the unknown ex-
pressed by pure rhythmic-esthetic values. This esthetic principle plays an important role
in his art, and is worth particular emphasis. There are contemporary artists who are
ashamed even to mention the word beauty. Perhaps it is the unnatural result of our con-
troversial epoch that we have so many works of art which are esthetically disgusting but
which nevertheless give some spiritual satisfaction to someone. The works of Archipenko
may often be of a controversial nature, but they rarely lack expression of content and
perfection in technical treatment.

Dynamic, ever-searching, never satisfied, reaching to the core of problems and always
burning with new ideas, Archipenko exercised a powerful influence on the art of our
century. Possibly no other sculptor since Rodin made such an impression on his time.
Shortly after Archipenko’s appearance in Paris, in the first decade of this century he



established new laws for modern sculpture and rose in the history of art as the leader of
an artistic revolution who was followed by many others. No other sculptor approached
and solved so many esthetic problems and expressed them in so many different forms as
did Archipenko during fifty years of his creativeness. A personality committed to con-
stant change, he enriched contemporary sculpture by sculpto-painting, he introduced new
materials in it, and first applied to it the concave and perforated forms. He created
sculptures in transparent material with electric light within; sculptures based on the
effect of circling sunlight making changing patterns of light and shadows (his Kansas City
iron statue constructed with crossed planes); and finally he was the first to renew the
forgotten unity of form and color in polychrome sculpture. We can visualize the colossal
and amazing result of Archipenko’s filty years of creative life as many smaller cycles with
a larger one. His art was divided into many periods in which he treated chosen problems,
often returning from one period to another, but constantly striving forward in his crea-
tive movement. Characteristically, in his recent years he often returns to the problems of
his youth as if perfecting and closing the great cycle of his whole art.

It seems to be not accidental that Archipenko found the best creative possibilities in
America and that his artistic activity was conducted in such great American centers of
modern technology as New York, Chicago and Los Angeles. His large female figure
shaped in the form of a space missile remains a true symbol of his time and its striving
forces. At the beginning of the thirties, when talking with the late Fernand Leger about
the prospects of the new art, he expressed his belief that the art to come would be formed
by the fresh and vital forces of Eastern Europe. Today these words seem to have been
prophetic as sculptors, particularly those of East European origin, play a prominent role
in modern art. Among them Archipenko is undeniably the cornerstone of modern sculp-
ture, the moving spirit of his epoch, whose place in the history of art was understood and
already designated at the start of his artistic career.

This book contains two kinds of material. One is Archipenko’s own explanation of his
art and creative methods, the second part presents quotations of prominent art historians
and critics who dealt with Archipenko’s art. This dual material enables the reader to
make comparisons and to analyze many problems of contemporary art within the last
half century. It is needless to say that this book with its firsthand material is an impor-
tant and extremely interesting document in the history of art, artistic education and the
general spiritual activity of modern man. The reader will find in it answers to many con-
fusing problems of contemporary art, its conceptions and misconceptions, especially the
forces that animated its origins. This book is not merely explanatory and enlightening.
It is a forceful and positive book. Some may find it controversial; but due to the signifi-
cance of Archipenko’s achievement, it is a stimulating and powerful volume.

Sviatoslav Hordynsky
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FOREWORD™*

And the lord God formed man of the dust of the ground, and breathed
into his nostrils the breath of life, and man became o living sovl
—Genesis 27

This verse from Genesis shows us the Lord himself at the beginning of all
plastic creativity. Out of solid matter He created man. With the breath of life He
made him a living soul.

The action contains all the elements of what we even now are used to calling
creativity, or in the narrower sense — art. ""The breath of life," in its full significance,
is that which changes 'dead’” matter into a"living soul," thus making it comprehensible
and eflective in the spiritual realm.

Art remains bound to matter, just as are all other earthly things. The sculptor
uses all kinds of matter, nowadays in the greatest variety of substances, from the
*“dust of the earth™ {for example, clods of loam or clay) all through natural stone, metals,
various kinds of wood, on to plexiglass and other “artificial materials' of our time.

However, the great variety of materials shows, at closer view, essential differ-
ences of treatment required in plastic creativity. The artist who models plastic material
and builds up his work, as it were, positively by successive adding of material —
he should be properly called the "plastic’’ artist. But the “'sculptor’ (from the Latin
sculpere — to carve) works by cutting away matter from the block. As a rule both
operations are performed by the same person, modeling being often only the pre-
liminary of carving (and being mostly needed for the reproductive technique of
casting, as in a foundry). Both also have their material in common with architecture,
to a wider extent than has the art of painting.

Architecture and sculpture? Never have they been as close to each other as
they are now; and they are even especially so when they do not appear together in
close union.

To the development of the new kind of architectonic sculpture — not to be
confused with architectural sculpture! — Archipenko contributed decisively when he
began not only to put forms, derived from the human figure, into the outside space,
but also to build space into them by applying the negative form, the concave, and
the perforated, in building the “*void' of the space.

He has applied his discovery again and again up to the present time, par-
ticularly in his best works. Sculptures like the Seated Figure and the large Standing
Figure of 1920, or the monumental Figure at the entrance to the University of Kansas
City, 1952, all have their architectonic parallels in belfry towers standing apart from
their modern church buildings.

The artist is very conscious of this affinity. Architectonic Figure, he called o
polychrome wooden sculpture of the year 1937. Many a Romanesque Madonna
should be called a “‘construction,” many a Gothic figure reflects the trends in the
architecture of its time. Archipenko's innovation was to connect space and mass into
a unified sculptural organism. As he has formulated it himself: “In art, the form of
the empty space should never be of less importance than the form of the solid mass."

“Translaled from German,



This achievement would not have been possible if Archipenko were not a
born sculptor. It is true, though, that he repeatedly explored the boundaries of this
branch of art and searched for clarity by writing and experimenting. Yet his evident
desliny for plastic creativity brought him always back to the core of sculptural forma-
tion: that it must lead to structures, thoroughly formed by the artist in tectonic order,
perceivable to hands and eyes, hence sensed in space. In rarer cases, touchable
from all sides without any break in harmony, as our artist succeeded in doing, e.g., in
his Gondoliere of 1914, or in the large Standing Figure of 1920. However, there are still
others of his works just as high in this category, because they obey the same forceful
lows — works of such primeval condensation, crowding out space, as the three-quarter
Fragment of a female nude of 1909, or Salome in the former collection Herwarth
Walden — to mention but o few examples.

Besides the problem of space—mass, Archipenko approaches with increas-
ing energy the other chief problem of sculpture: color. His ‘‘sculpto-painting™* has been
since 1912 the beginning in this direction. Up to the present time he has shown a
considerable series of convincing works, with the preponderance shifting from relief
to sculpture in full round.

The fact that the artist has written a "'manifesto’ on this topic emphasizes the
seriousness of his arlistic endeavor. He states correctly how wrong the contemporary
sculptors were, because they had hardly touched the field of “sculpto-painting,”
although it might yield abundant crops.

Mass—color—space — only this triad creates the possibility of ideal harmony
in modeling, where color does not have a merely decorative or stylistic role, but
where it is aimed at effects which bring forth psychological and symbolical expres-
sion in response to the needs of our time.

When several years ago, for the first time in Germany, such beautiful examples
of Archipenko's polychrome works were shown as Josephine Bonaparte {1935) and
the Pierrot (1942), works appeared only a few months afterwards at an exhibition of
young arlists, that obviously betrayed their dependence upon those originals. The ex-
hibition also proved that a new polychrome sculpture was overdue; moreover, it was
demonstrated again that for half a century now, since Archipenko came to Paris in
1908, there has been in our time no sculptor besides him who has so lastingly con-
tributed to the development of sculpture as he has done. This ought to be said in honor
of the truth in our so fast-forgetting era, when man reaches for the stars, but would
deny his Creator.

Do we still have @ mind for works of art? Do we still desire to consider those
wonderful flowers of the human spirit? They continue to have admirers; indeed, it has
become fashionable to join them. But that is of no consequence for the continuance
of art! Art will bloom as long as the Aowers on this earth, because it has the same
origin: in the divine.

— Erich Wiese



Chapter I

MY MEDITATION
ART FROM THE UNIVERSE

In the infinity of time and space between planets, there was brought into being by
cosmic dynamism a specific order of suitable elements to constitute creation. This per-
petual creation in a state of energy which has been embodied deep in all cells from prim-
ordiality, constitutes the eternal life of art. Beside mankind, the animals, plants and
minerals, also ruled by this divine order, possess their share of creative characteristics
which elevate them to the realm of spirit, and we find in them eternal beauty, perfection
and absolute truth. Such attitudes we acquire when we realize that many actions and
reactions by animals are very similar to those of humans. Also in some minerals we find
the geometrical structure based on the same law as some constructions made by man.

This reveals to us the expansion and omnipresence of the universal creative mind
which we appropriate and express through arts and inventions. Beside the testimony
of visible organic life and solid matter, the abstract forces of nature also manifest su-
preme creative organization, with multiple variety in their interdependencies function-
ing beneath the concrete appearances. They are also to be found, as energy, within our
cells. These latent interdependencies in a specifically assembled series of actions consti-
tute creativity in man. His ability for intuitive, as well as rational, orientation toward
abstraction will eventually emerge as creative mind and spirit fixed concretely in art.

Animals remain forever unconscious of their own and of the cosmic creative forces
which they employ because, being subordinated by them, they act automatically and
instinctively, on the directive of the omnipotent universal mind which has limited the
extent of their perceptiveness. The adrenal gland in animals is proportionally larger
than in humans. Science assumes that it is the adrenal gland which controls the ani-
mals’ instincts and their creative automatism. Man'’s instinct is also ruled by the univer-
sal mind. However, he is privileged to become conscious not only of his latent part in
creativeness, but he can also apprehend causes of cosmic creativity from which he ex-
tracts energies and ideas, inserting them into materials and forms according to his un-
limited wisdom and desire. The development and the use of creative knowledge is thus
within the individual’s will power and is an ultimate achievement of both intellect and of
intuition.

On such knowledge individual religion can be founded, and its ritual may be inven-
tive work and creation in the arts as material and spiritual expression of contact with the
universe. In striving for truth, while grasping the divinity of the concretion of energy in-
to matter and the emanation of energy from matter, man may elevate his own creative-
ness to that superlative degree where spirit and matter are united to serve human
progress.

The greatest imagination or rationality, challenging universal unity, will not find the
way to separate anything from the rest of the universe and to make a thing exist inde-
pendently. All our thoughts and emotions come from and return to the rest of the world.



TaTe A

ACTION
Nebulae, Planets and Cells



Universal dynamism mingles planetary forces with those of our cells in a continual crea-
tive evolution. If consciousness will embrace this inevitableness, the individual will grasp
the creative reality within nature as well as within himself and may express it in many
forms.

Universal creative actions are illustrated here in the nebulae and planets which clearly
show their eternal energy in action, that same energy which works within our cells. The
function of our cells is partly influenced also by our life, our wisdom and our actions.
However, it is from the union of our cells with the universe through wisdom, that re-
ligion, art and invention derive.

No. 1. Whirlpool nebula (Courtesy Mt. Wilson Observatory)

No. 2. Andromeda nebula (Courtesy Mt. Wilson Observatory)

No. 3. Star trails around the North Pole (Courtesy Yerkes Observatory)

No. 4. Human cells

a) The female egg cell

b) Spermatozoon

c) Ciliated epithelia (hair cell)
d) Skin

e) and f) Muscular cells

g) Nerve cell

h) White blood cell

i) Red blood cell

No. 5. Spiral nebula (exposed 5 hours) (Courtesy Mt. Wilson Observatory)

No. 6. Halley’s comet, May, 1910 (Courtesy Mt. Wilson Observatory)

No. 7. Sagittarius trifid nebula (Courtesy Mt. Wilson Observatory)

Together with the celestial creatures ol formidable size, speed and force, our cells
carry out their creative functions. But no less impressive is the fact that each of our
cells contains forces from millions of predecessors in a direct genetic line. If all the cre-
ative energy in the cells of this line were brought together, it would be a power perhaps
equal to an atomic explosion. That is what is hidden in a masterpiece of art or in a signi-
ficant invention.



Chapter I
SURVEY

1. METAPHYSICS

First of all it should be stated that in spite of the diversity in the character of my
works, no intellectual or dogmatic rules lie at the foundation of my art. Fundamentally,
it is spiritual, and evolved from the universal creative law perceived through experiences.
(See Quotations 1, 2,3, 4,9, 16, 41, 43, 45,69, 70 in the Appendix.)

This law compels me to explore the unknown and to invent a way to fix it in new
forms. I believe that the whole evolution of art and inventions is based exclusively on
the material fixation of the unknown, as a consequence of our attainment of causes in
the metaphysical realm. The creative artist is supposed to attain this realm and, indeed,
it is he who makes the history of art through the metaphysics fixed in his actual work.
When the artist descends from the metaphysical realm to fix causes in a reality of form,
he meets scientists climbing toward the metaphysical realm in search of causes to fix them
in formulas and matter. In spite of the difference of direction, each strives for the absolute
and for progress. In this respect both are equally important to civilization.

2. Contact WiTH NATURE THROUGH CELLS

I believe and teach that the cells of every organic being have a direct and automatic
creative connection with all nature and depend on it as the body depends on mineral and
chemical nourishment. However, despite automatism, our consciousness and our creative
awareness remain a powerful factor, by means of which, as by psychoanalysis or Chris-
tian Science, we may, at will, develop the creativeness in our cells to our glory, or destroy
them by neglect to our death.

The psychological influence on cells which affect the state of the body is a well-known
medical fact, and is useful for the conscious development of creativeness in the cells.
Likewise the reverse, the condition in which the cells influence psychology is equally us-
able for the development of creative consciousness. If, on the one hand, we can con-
sciously control our cells, we can also, on the other hand, reach through them those uni-
versal creative forces which construct and activate them. It is through the awareness of
both processes that artists and inventors orient themselves intellectually and intuitively
and attain their often complex aims. Health and healing also depend on such creative
consciousness. A meditative approach to the sell discloses the hidden inner content.

3. THE UNIVERSAL MIND

Parallel to our intellectual capacity to control cells, and to communicate through
them with universal creative forces, is our ability to reach the universal causes forming
ideas that belong to the universal mind. We must admit that the idea supposedly born in
one’s mind does not in reality belong exclusively to one individual, because all ideas exist
forever in the universe at all times, in earth, air and water, and simultaneously belong to
all that exists, has existed or may exist in the future, and they may serve any purpose. We



merely borrow and return them to their universal depot. Marconi’s ideas exist always in
the waves of sound. They come from space and return to it. Edison’s ideas exist in elec-
tricity in the air, earth and water. The atomists’ ideas exist in nuclear forces. Einstein’s
ideas exist in the abstract relativity of cosmic forces. All ideas are in the universe; crea-
tive coincidental precision is needed to grasp them and make them concrete at the proper
time. (Plate B, Page 28), (Quot. 1).

‘Through the effort of body, spirit and mind, an individual may evoke some universal
ideas, or they may come automatically into the subconscious as dreams il the individual
strives for them. In the newborn creatures ideas of a long chain of ancestors are reborn;
human psychological patterns and potential awarenesses travel through the chromosomes
from one body to another, through the intermediary gene. This is the basis for the belief
in reincarnation and the immortality of the spirit.

4. THE UNKNOWN

Different feelings and states of mind do not always spring from the mind of an indi-
vidual. Some come from unknown and unsensed ahstract sources of nature and remain
beyond the boundary of logic. All religion and science are based on the unknown. Both
worship the unknown. Religion preserves the mystery of the unknown. Science disperses
it by the establishment of material facts. (Quot. 9, 15).

Beside mind, there is mindless feeling, such as nostalgia and melancholia, which may
also be from unknown sources, but may become impulses for creative art. The joy of life
may find an outlet in the serene working process. Many aspirations may remain latent
within the cells of the individual without reaching his consciousness, only because his
consciousness has never been developed. Undoubtedly in some cases the ego of a great
creator may remain an enigma to himself. How can another person sense and uncover
what remains an intimate spiritual value, especially when the same mystery of the un-
known becomes the creative instigator? It is extremely complicated, if not totally impos-
sible, to analyze the creative process evolving from causes which may remain indefinable
to the creator himsell. The greatest connoisseur of art cannot shed light into every cor-
ner of the complicated ego of an artist, or upon the formative ideas evolved from his cells,
or still latent in the memory of his cells. The mystery of the creativeness of an individual
remains in his biological nucleus and is rarely grasped by his consciousness unless he is
guided by an instinctual ability for self-analysis and by wisdom.

5. Space anp TIME
According to universal creative law, space and time are fictitious realities, evolving
from a superior intellectual order, and exist only as ideas. But without matter and with-
out changes they cannot become a spiritual reality expressible in art. Art is like the mo-
tion of the hands of a clock indicating the reality of change while moving over the empty
spaces between the dots. The dots are only symbols of the reality of time. (Quot. 16, 19,
30,34, 37, 41).
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6. CreATIVE CHANGES

The phenomenon of change constitutes life. Animals, plants and minerals, as the re-
sult of changes, are all subordinated to the formative laws of growth and evolution. This
phenomenon of change, with its material and spiritual reality, brings forth the contrast-
ing theory of the static which in reality is nothing but human imagination, since the static
in nature does not exist. Nor does it exist in the creative process of art. (Quot. 20).

On this premise I do not feel or believe in stereotyped repetition in art because event-
ually it evolves into a sterile technicality and contradicts the natural spontaneous
rearrangement of the creative elements which produces new aspects. By obeying the law
of change which is fundamental to life with its rhythm and harmony, I conceive my
creative art as a recombining of diverse impulses and reactions which originates new ex-
pressions. This is evident not only in my individual works, but also in my work as a whole.
My diversity has often confused those critics who look for personality in the stereotyped
production, while my personality is characterized by permanent change. (Quot. 5, 9, 41,
66).

The creative process by individuals will not exist if there be no psychological changes
from one state into another, superior, one. Art is based on this principle of progression;
science discloses it. Modern psychologists, in making inquiries into the thinking process,
inevitably deal with the necessity of the human being to transform progressively that
which he knows into a material reality. Such creative transformation evolves mostly
from accumulated life experiences which influence present knowledge to search for a
new direction, usually superior to earlier ones. Such flexibility for transformation, if
fixed into the work, becomes an invocative force for an observer in following the same
creatively transformative psychological action. It is not always the material experiences
or environment that provoke psychological changes.

In the purely creative process, it is the soaring in one’s own abstract imaginary realm
that causes the transformation of mind into a superior state beyond the previous one.
Thus, a creative mind is flexible and is able to re-form itself or to deviate from one course
in order to produce better work. A strictly conservative one-sided mind, which lives on
formulas like a robot, cannot produce the conclusion which may emerge only [rom actual
changes of mind or from two contrasting states of mind.

Regardless of what the creative causes are, it matters not whether we regard them as
latent universal forces or as the optical reality of the environment. As long as they are
evolutionary, esthetic and spiritual, and belong to the realm of beauty, I see usefulness
in them for their re-creation into a work of art. There is spirit and beauty even in the life
of a broken brick.

7. THE ARTIST
It should be said that the creative quality and progress of the artist depend on his
ability primarily to see within himself those characteristics which may be favorable to
creative materialization. The artist’s energy, consciousness, perception and intuition, if
coordinated with the intangible and latent as well as with the substance of the environ-
ment, may become a powerful unit for creative material expression. Such a unit is a reflec-



tion of nature which combines both energy and matter. The artist knows that all
creative causes within him are animated by cosmic dynamism which changes their com-
bination to become the abstraction of matter or the concretion of abstract forces. Art
emanates from these creative casual changes to become a mirror of self-emanation. Thus
the work of art should demonstrate the evidences of the spiritual causes which produce
it. The spectator should see these causes beneath the surface of the work, and thus create
in himself a spirituality parallel to that of the work which he observes. (Quot. 16).

8. FORWARDNESS

The great variety of my work results from dynamism, from multiple psychological
and sensory reactions. My feeling and conception of creativeness spring from energy and
movement onward which assume divergent plastic expressions. The abundance of my in-
ventions often confuses those critics who believe in stereotyped production. (Quot. 5). My
principle is movement onward. Movement onward is here understood as spiritual pro-
gression and inventive quality, not a snobbish pushing toward meaningless abstraction.

9. WORKING PROCEsS

The technical and creative achievement sometimes reaches my consciousness post
factum, after being already fixed in the material. Perhaps it is a fact that the Pythian or-
acle told the truth while in a trance. This is due to spontaneous, intuitive action which
usually is more vital than cerebral intervention with formulas. However, in art, if perfec-
tion is missed, and this becomes evident only after an interval, then sober intellectual
analysis may indicate the necessary correction. In such a case cerebral intervention for cor-
rection is based on experiences which still should not exclude intuitive creativeness. Intui-
tive spontaneity, besides its vitality, is flexible and fluctuating. It has the impulse for
creative exhilaration and inspiration. Preconceived cerebral planning inevitably resultsin a
formalistic, dry aspect without spiritual stimulation and associative quality. Obviousness
and repetition in art mark a dead point, a finality, after which begins the disintegration
of formative causes. Then comes regret that something living is gone; regret, like sorrow,
taking the place of vanished love. Which of the two is to predominate, the intellect or
intuition? The choice must be made by orientative creative wisdom and used at the right
moment.

10. StyLIsTIC DEFORMATIONS

I have seen, understood and absorbed the spirit of every style of sculpture, their
causes and finished forms. I have absorbed the medieval Gothic style (glorified by the
Vatican) with its distortion of the bodies of the saints. (Quot. 16, 20, 70). The Gothic has
inspired me by its divine causes and by its refined grotesqueness. From Gothic I have
learned the transformation of proportions as the medium for the expression of the spirit-
ual.

11. TRANSFORMATIONS

Art is for everybody, but not everybody is for art.
In order to grasp total art, the individual should have either innate creative capacity
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(instinct) or should acquire a knowledge of the psychological foundation and philosophy
of art. Modern art in many respects does not differ from the creative art of many peoples
since prehistoric times. Then and now the stylistic transformations of the environment of
represented bodies are the inevitable creative act. This is the process of interpretation and
not of direct presentation of the externality of the object. This act of interpretation is an
inevitable demonstration of both spiritual and intellectual attainment. A cave man, an
ancient Egyptian, a medieval Goth, a Hindu, a Byzantine, and an old Northwest American
Indian, and many others, centuries ago transformed nature into symbolic shapes, often
totally concealing the naturalistic aspect of the object. From the point of view of art
they are free followers of the divine creative law of different transformations by nature
itself, of which many people never dreamed. (Quot. 3, 4, 9, 12).

Contemporary creative art in its foundation is more related to individual religious
conceptions which are patterns of creative consciousness and related to modern philos-
ophy and science. It is totally independent of any kind of doctrine or religious rule.

12. CONFUSION AND INTERFERENCES

In art as in politics there are also antagonism, favoritism and deliberate misrepresen-
tation. Fortunately, time and precise qualitative fact filter art from slander and confusion.
A perfect work of art, by its own quality, sooner or later automatically will remove all
obstructions and survive obstructors.

It is interesting to mention what a free art may face in life. Here are some episodes
which are significant enough to be exposed [or reasonable judgment. My following of the
way of Gothic transformation provoked the criticism of a Catholic Patriarch of Venice
who banished my art from the Biennale in Venice in 1920 where I had a large individual
show of my work. The Italian newspaper Telegrafo Livorno, on June 11, 1920, announced
that the Cardinal had prohibited the faithful from viewing my exhibition. (Quot. 63).
Here is another quotation from the Ukrainian paper Ukrainian News for September 23,
1955, Donau, Germany: ‘“The Catholic Patriarch of Venice publicly hurled an anathema
on the works of Archipenko exhibited in 1920 in Venice.” What is the reason for such an-
tagonism? This banishment did not of course extinguish the inspiration which I drew from
the religious Gothic, Hindu or Egyptian stylistic transformation of the human body.

No less fantastic is another well-know political episode revealed in the press: *
A condemnation of the whole of modern art by a Congressman whose imagination led
him to the absurd conclusion that the whole modern tendency in art, including my works,
is of Marxist origin. Such a mistaken declaration may become harmful for those artists who
are non-political. The Congressman does not know that I have no interest whatsoever in
politics. He mentions that Dadaism, Futurism, Constructivism, Suprematism, Cubism,
Expressionism, Surrealism and Abstractism are all instruments and weapons of destruc-
tion. It is known that barbarians later smeared statues on the campuses of two universi-
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ties with red paint. Regardless of the political and religious misinterpretations of modern
art, the art of the twentieth century cannot be excluded from its rightful place as a cul-
tural contribution to civilization.

What is the real purpose of such a fantastic accusation? This politician classified all
modern art as communistic, while in the Communist countries all modern art is classified
as a dangerous caprice of the Western bourgeoisie. What chaos! The Communists re-
moved my work and all modern works of art from their museums. Hitler simply des-
troyed them during his political smearing of free spirits. Modern art, as art, has no con-
nection with Communism or any other political doctrine or religion. It lives by itself and
for itself and is useful for intelligent and creative education.

13. TaBoo aND FREEDOM

In antiquity and today the Jewish religion prohibits the making of forms which rep-
resent the deity. The monotheism of Moses and his taboo expressed in the Second Com-
mandment did not stop Jewish creative genius. The Jewish artists of our era participate
in the free creative art by following modern philosophy independently of religion. If for
centuries the Jews did not leave any trace of sculpture in their history, they found an out-
let for their creativity in music, science and in a love of art, a love superior to that of the
Gentiles. The Greek Orthodox also prohibit sculpture but permit painting in churches.

We also find, for example, the following Catholic bans in the history of art: In the
year 1559 Pope Paul IV was against the liberty of the artist and issued an order to erase
a part of the frescoes of Michelangelo. In 1563 the Council of Trent ordered all bishops to
control all religious art strictly. In 1566 Pope Pius V, and later Clement VIII, issued or-
ders to efface the frescoes of some other artists. Beside the subject matter, the stylistic
part was not spared. Now, periodically, the Vatican newspaper, Osservatore Romano,
expresses its views of the immorality of the entire modern theory of art and, in general,
of art for art’s sake.

From prehistoric time almost to the nineteenth century art and religion formed one
unit. Italian primitive paintings were created through the inspiration obtained from re-
ligious meditations. Now religion and art are separate. However, the universal creative
foundations remain the same in both.

Apparently no religion can extinguish the free creative spirit living in diverse forms
of art, nor can political doctrines annihilate the eternal and free spirit of art. This is
proved by the great Egyptian, Assyrian and Hindu masterpieces which have survived
the foreign religious dogmas and political ideologies of different epochs and civilizations.
Now, again, by the unprecedented progress of creative modern art in all civilized coun-
tries, we have the reflection of a new and free epochal psychology. The avalanche of artis-
tic invention with its modern spirit influences the style of contemporary industry, archi-
tecture (including synagogues and Catholic churches), and is becoming rooted in many
educational institutions and museums in every civilized country, except present-day
Russia (which is now negatively influencing Chinese art), which also repudiates all isms,
and recognizes only strict photographic precision in art, because workmen and peasants
understand it better.
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Fortunately there are people who favor the free modern creative spirit and, instead
of antagonism, banishment and destruction, they respect that which is termed “the art-
ist’s contribution to culture.” As an example of such a cordial attitude we may mention a
speech in the Canadian Parliament. (Quot. 42).

14. CriticiIsM

The analysis, registration and transmission to the public of artistic, historic, spirit-
ual and creative achievements remains the responsibility of the competent, progressive
and reliable art historian, free from commercialism and politics, and capable of an objec-
tive fixation of the true facts of art. (Quot. 41).

Some people rely on critics; others believe that each individual can be a critic, free to
judge art according to his taste, regardless of critical capacity. Public attitude toward a
science is more cautious, because scientifically established positive formulas restrain the
uninitiated from critizing. Beethoven limited criticism by saying, “Critics cannot lift to the
pedestal those who do not deserve such honor, as they cannot remove those assigned by
Apollo to be on the pedestal.”

The thorough analysis of a work of art is as difficult as the analysis of the latent
spirit of another individual, his instincts, thoughts, emotions and reactions, particularly
when the individual is not banal in his creativity.

The artist in his creative process brings out his most subtle, most complex, often in-
definable psychological, spiritual and emotional reactions, and fixes them technically in
his works. This becomes his language.

The critic, in his reservoir of feelings and knowledge, must have psychological, spirit-
ual and emotional experiences corresponding to those of the artist, in order to read the
esoteric essence of the artist’s language and then transfer this to the reader. Such a sci-
entist-critic must have creative talent no less varied than that of many artistic person-
alities (assembled in one man). Such critics are rarer than great artists. The greater the
critic’s knowledge and objectivity, the broader will be his judgment necessary for a re-
liable analysis of the artist’s work. Criticism, indeed, is a very important educational
guide. But for a creative artist who explores unknown regions of life and of spirit, criti-
cism does not exist.

However, if we do observe and analyze criticism in general, we may classify it into
several categories. The first and most important is that which analyzes expertly all inner
elements of a work, its rudiments, psychology, spirit and external aspect, and fixes its cre-
ative and esthetic value in relation to the era. Such criticism is that of a scientist art
historian.

Another category of criticism omits the inner essence and observes only the external
part, such as the technical and stylistic qualitities, the optical effect, biographical infor-
mation, and so forth.

The third category is made up of a large group of writers who merely report what
to see and where. Such information is usually printed in a publication which has limited
space for art but plenty for football.

There is also a category of negative criticism, often misleading, which is involved in



the politics of one group and is hostile to another. Such writers are unwilling or unable to
adjust themselves to those facts of art which sometimes are outside their competence. I
refer particularly to the revolutionary period when art began to assume new forms, evol-
ving from the new philosophies and conceptions of the modern era. In Paris just before
the First World War the artists who created the modern movement considered such
writers a barrier to progress and called them pompiers, meaning “firemen.” In general
this term was also applied to the dilettante artists and conservatives in art.

In art as in lile the lack of knowledge confuses the ego, obscures truth and weakens
judgment. The judgment and criticism evolving [rom such conditions are inevitably con-
torted and confusing, because they are vague and lack principles. The competent critics
analyze primarily the esoteric part of the work. They are sensitive and often are them-
selves creative, and parallel the artist whom they criticize. Ivan Goll, for example, was
himself a creative writer. (Quot. 16, 21, 66). In analyzing the esoteric part of a work, he
did not overlook the external part, such as the style and technique in their relation to the
esthetic philosophy and science of the epoch.

The French critic Apollinaire was also a poet, writer and defender of modern ideas in
art. The German, Theodor Daubler, was also a poet. (Quot. 22, 59). The American, C.
J. Bulliet, a well-informed critic, witnessed the modern movement from the beginning.
(Quot. 5, 18, 34). The German, Dr. Erich Wiese, a great art historian, has followed the
evolution of modern art from the beginning, and is the Director of the Art Museum in
Darmstadt. (Quot. 19, 41, 60). The veteran French critic, Maurice Raynal, wrote on
modern art from the start of the movement. (Quot. 9, 65). The German authority, Pro-
fessor Hans Hildebrandt of Stuttgart University, is the competent author of several books
on the history of art. (Quot. 20,27, 70).

In the writings of the above critics it is easy to recognize their tendency to pene-
trate into creative causes and the creative personality of the artist. They observe and ex-
plain many angles of the works: the psychology, spirit, style, technique, esthetic, histor-
ical facts, chronology and so forth.

Another category is preoccupied mostly with the external form of the work, and
observes the esthetic angle and the influences of one artist on another. Such are Henry
R. Hope, (Quot. 71), the Polish expert in modern art, Adolphe Basler (Quot. 28), Ameri-
can Alfred H. Barr, Jr. (Quot. 48), Arnold Auerbach (Quot. 17, 25, 32), and Roland
Schacht (Quot. 7, 30, 33, 52). There are also critics of the historical and esthetic values
such as Stanley Casson (Quot. 13), and the Americans, Sheldon and Martha Cheney
(Quot. 26, 49). They analyzed art as it influenced modern industry.

One unusual (indirect) criticism is by the Parisian, Pierre Guegnon, who did not see
my originals when they were exhibited in Paris in 1914, but admitted knowing them from
publications only (Quot. 67). There is a biographical and esthetic analysis such as that
of Arnold Mardersteig (Quot. 6). There is a criticism, outstanding in its character, by
Dr. Karl Silex who justly drew a parallel between the spirit of a religious sect and a par-
ticular work of mine which originated from religious experiences. (Quot. 45, Plates 196,
197). His distinguished way of observing is the absolute opposite of that of the Venetian
Cardinal who separated the divine creative spirit of art from divine religious creativeness
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of prayer (Quot. 63). 1 believe that in spite of seeming differences between art and re-
ligious conceptions, both emanate from the same universal creative source and are fixed
by creative man—one in prayer, the other in the work of art.

After mentioning some competent and distinguished authorities in art, it will be
interesting also to mention negative writings, without which the classification of criticism
will be incomplete. In contrast to analytical, rational and educational criticism, there
exists a negative criticism, due to lack of knowledge or perhaps deliberate hostility. In
such case writers avoid making a clear analysis of the work. Some purposely rely on false
opinion or on the bufloonery of someone else in order to hide their own incompetence or
antagonism. Some are hopelessly empty. For instance, “F. P.,” in Art News, New York,
October, 1957, concerning my 118th one-man exhibition, wrote: “He wants his work to be
contemporary to the extent of using materials like formica.”

Some opposition is inevitable because not everyone uses the same language for self-
expression. The contradiction between some positive and negative writing is that some
authors think that my early work had a radical, abstract character which they preferred.
Another group thought that my old works had a conservative character which they pre-
ferred. In reality such a division cannot be made chronologically, because I often pro-
duced works of both characters on the same day. The quality of my work cannot be
measured by its abstractness or conservatism, by its geometrical angularity or curva-
tures, but only by the large totality of its content and its variety of expression. My old
works contain elements of the new, and the new contain elements of the old. By eating
only a single apple, one cannot judge the size of the apple tree. Through experience I
know that a work of art with a truly spiritual content remains immune to criticism and
survives it.



Chapter 111
PHILOSOPHY OF ART

1. UNIVERSE AND ART

All conceptions of art are derived from a unique source which is universal creative-
ness. (Quot. I1). They lead in two opposite directions: one is inclined toward the static
and, therefore, imitative art. The other [ollows the dynamic and becomes progressive and
inventive. The imitative is preoccupied with the externality of the environment, and re-
produces what has already been materially created by nature. I explored this tendency
in the past. My goal, however, is creative evolution. (Quot. 6, 13, 22, 26, 31, 32, 11 ). Funda-
mentally it consists of the apprehension and use of the rudimentary constructive forces
of nature: by continuing nature’s process of perpetual transformations from one thing
into another; by rearranging its fundamental elements in a new order evolving into a new
aspect.

If there are changes, there 1s life. Individual, national and racial cultural evolution
is determinable only through the comparison of successive creative changes, evolving pro-
gressively toward perfection. Eternal progression in quality and quantity is a creative
phenomenon of nature with its perpetual motion which makes organic and non-organic
life to be and to evolve biologically.

The idea of time, energy and matter exists only due to changes. There is no static,
there are no reverses; if they occur, total disintegration follows. Changes are the conse-
quence of the dynamic that manifests itself also through the work of art. Nature through
changes progressively aggregates its own forces to create matter, only to metamorphose
it into new force. This process becomes the creative foundation of my art. I use abstract-
ness of spirit to make a concrete form which sequentially projects back the spirit. (Quot.
3,4).

2. INTELLECT AND INTUITION

The intellect alone is not responsible for creative selection or changes, since the rud-
imentary abstract creative forces of nature are genetically imbedded in the body long be-
fore the formation of intellectual awareness in the individual. Even plants and minerals
change under the same natural constructive law that man uses in creating one thing from
another. Thus, it is not exclusively the human intellect which produces creative art and
scientific inventions, or directs the course of life. Essential to the creative process is the
ability of instinctive orientation which is also originated and guided by the universal cre-
ativeness to which all cells are subordinated. (Quot. 16).

The individual with the most enlightened and progressive intellect cannot control his
own creativeness beyond his limit established by the constructive law of nature, but he
can develop the perception of how to use the maximum of it. This needs the cooperation
of wisdom, which also originates in nature. However, creative wisdom is apt to dictate
whether, in some particular creative case, the active [actor should be the intellect or the
spontaneity of intuitive orientation. This is a decision beyond the five senses. (Plate B,
p. 28).
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This plate | found in the debris thrown
up by the ocean waves on the shore of
Long Island.

Prate B.

In some of those cases in which the intellect is restrained from objecting and remains
only as a register, the spontaneity of intuitive orientation becomes free, more prolific cre-
atively and hypnotically powerful in its expression and influence.

3. CrEATIVE SPONTANEITY

There are two sources of spontaneous reaction and expression. One emanates from
impressions resulting from the environment. Another emanates from within the individ-
val, from the stock of his experiences. The former is the fresh and direct momentum
which may become influential, constructive and usable for self-development. The latter,
which is mature, is combined from diverse past experiences, evoked from the memory of
the cells of the entire organism, and is creative within the individual process. It is an as-
sociation of the senses, also a selection of preferred emotions and memories which,
through temperament, provokes a spontaneity of self-expression.

Regardless of the origin of spontaneity, if it is intuitively chosen, and if it remains
unaffected by pedantic intellectual interference, it can be used freely and profusely in the
work of art, However, with selective wisdom this work will become expressive, compelling
and beyond time. Thus the right creative process is formed through orientational wisdom
using intuition that is within the sphere of spontaneity. A great work of art is also a vis-
ual philosophy because it depicts the right direction of the mind and senses, as do the
philosophical words of the great searchers of spiritual truth, such as Plato and others. Cre-
ative art impels wisdom to serve as a selective mechanism and mover, because wisdom,
being universal and absolute, forms itself, orients itself and reveals itself through art and
inventions.

However, by its own orientation as a creative rudder, wisdom does not rest on its
achievements and on finality. In general, as a faculty and as a natural law, wisdom ex-
tends into infinity and eternity as natural perpetual motion. On the premise of the above
law, all masterpieces of art extend into infinite time, and some scientific discoveries re-
main forever, and some philosophical creeds become absolute, eternal truths. Plato’s con-
ception of wisdom in Homo sapiens is based on the forces motivating the whole universe



with eternal changes and inevitable progression. Plato integrated wisdom with perpetual
motion. By that he elevated man to the divine sphere of creativity and made him con-
scious of the revolution of the universe. (Quot. 62). Spontaneity is a vital action, a mul-
tanimous reality, and it may become a concept provoking the conscious creative use of
spontaneity.

4. CREATIVE POTENCY

Creative potency consists also of the awareness of those factors which are mostly
of metaphysical origin. However, purely material, optical reality cannot be excluded in
order to fix the abstract in the concrete work of art. Awareness is formed also from a ca-
pacity to sense and reason about those experiences which have evolved fiom the animat-
ing creative forces of nature and provoked the desire to reach the unknown. (Quot. 9,
45). This awareness also originates in the cells which absorb creative forces and motivat-
ing energies from planetary sources, and mineral nourishment from the earth. This is not
Utopia; it is actually proved by somnambulism which is stimulated by the moon’s rays.

Wisdom intermediates between the mind of the universe and the mind of the individ-
ual. Wisdom is capable of apprehending universal creative forces, being evolved from
them, and can make the individual conscious of his own part of the creative forces. This
becomes self-perception which, together with will power, develops the creative orienta-
tion and ability of man. This can be called the creative consciousness which places man
above the animals. Creativeness should be respected. It is a highly complex and delicate
capacity, easily injured or destroyed.

Our creativeness is potent as long as we sense and conceive it and direct our wisdom
into the course of life which provokes multiple feelings and ideas. Of the latter only those
are valuable which our instinct and consciousness recognize as related to universal crea-
tiveness and which are spiritually functional and technically expressible. It is only in this
condition that art can begin to be. While using such transcendental orientation we
should realize that our creativeness does not depend exclusively on our materialistic ex-
periences, since these experiences are only the consequence of some previous abstract
causes. Our creative orientation depends mostly on the perceptibility with which we di-
rect our spirit toward the metaphysical realm in searching for causes having construc-
tive values. Thus, creative potency is an assemblage of universal causes, not of finalities.
Creative mind is not satisified with the known alone, but searches the unknown. (Quot. 9,
45).

Instinct and wisdom are formed from assembled abstract and material causes activ-
ated by perpetual dynamism. This makes our wisdom and instinct a universal property
formed by universal creativeness. Wisdom and instinct both are preordained to be a
vital and conductive channel for the reception and reflection of all that is material as
well as abstract in nature and in the individual self and in his art. The perceptions evolv-
ing from instinct and wisdom may reveal and amplify the dependence between matter
and abstraction. The essence lies in the fact that it is only for a retrograde intellect that
positive matter and significant abstraction seem to be opposed. In reality and crea-
tively, in spite of their differences, they evolve from each other, sustain each other and are
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a unit. To fix this unit and its polarity is the mission of art and is also the success of all
achievement. Therefore, cosmic dynamism is intrinsic in creativeness, intermixing ab-
stract forces and matter which, by a long chain of biological transformations also unite
wisdom and instinct. Consequently, through the relationship of instinct, wisdom, matter
and abstraction we can apprehend our creative rudiments, develop the potency of our
own creativeness and apply it effectively for any use. There is a divine law making this
sublime unity. If it is used in art the work will live forever and remain universally true. If
it is misused, the work will die before it is achieved. (Quot. 9). The artist is an instrument
for the expression of different complicated laws of nature which if correctly assembled
constitute immortal art.

Chapter IV
SYMBOLISM

Symbolism is the most complex, the most significant of all psycho-physiological
actions and reactions. It is the indirect communication and transmission of ninety-
nine per cent of the life activity of the individual. (Quot. 16, 31). Each word spoken, each
gesture and act of mimicry, each written letter and figure—all are symbols. Music, art
and religion are based on symbolism.

In spite of its inevitability, it remains the most subtle and the most risky medium in
art. On the one hand, it is possible with symbolism to attain the summit of genius; on the
other hand, it is possible to fall into mediocrity. Refined symbolism may approach sug-
gestive abstraction, but if symbolism itself is abstracted, mediocrity begins from this
point. (This does not apply to the decorative arts.)

What is the criterion for the judgment and measurement of the value and meaning
of symbolism in a work of art? This is individually determined only by the creative
mind. Symbols can be roughly classified into three groups. One group is conventionally
established, as for instance the alphabet or alphabetical combinations like S.0.S. Another
group, derived from faith, such as religious symbols, are acceptable by the degree of belief,
and literary ones acceptable by the degree of imagination. The third group, the most dif-
ficult and complex of all, are those symbols created by the individual, expressing his own
psychology and feelings fixed in the work of art and made for transmission by form and
color* to another person. In my work I use the third group of symbols. (Quot. 16).
Such symbols are indeed the mirror of the personality which creates them. If in the work
of art the symbol has no parellel with anything, it becomes anarchy of thought. (Quot.
12). There is danger in modern art, particularly in those cases in which the symbol as a
cardinal creative element of art is excluded and feeling and meaning are abolished, for
it may spring from a tendency to be abstract at any cost or from buffoonery.

The anarchistic tendency of the abolition of creative value, brought on by the phi-
losophy of negation, signifies creative impotence which impoverishes beauty, spirit, es-

*Refer also lo Chapter IX on Constructions.



thetic symbols, association, relativity and sensuousness. Neither sterile conservatism nor
negation can take the place of the fundamental psychological structure of art in which
symbolism serves as the cardinal pillar, just as in life. Naturalism is only a local optical
fixation of narrow scope, and not a universal circuit. Symbolism evolves from contact
with universal creative causes which in the process of aggregation constitute the psy-
cho-physiological capacity to use one thing or one form to signify another in the sense of
parallelism. The lives of men and animals depend greatly on this universal law of psycho-
logical parallelism which brings them to the desired point by means of related directions.
Art, inventions and progress in general evolve from this law of parallelism. Bergson's state-
ment is a scientific and philosophical confirmation of the value of symbolism and parallel-
ism found in art. (Quot. 61, 69).

Chapter V
FORM

What is the cause of the urge and ability to make forms? Why does one become a
sculptor or why do animals make forms, often more complicated than any man can make;
or why do plants assume different shapes and minerals become beautiful crystallizations?
Spencer, Darwin, Schiller and Freud believed that the art of forms springs from sexual
desire. Such a conception does not embrace the totality of this universal creative phe-
nomenon, because there also exist entirely different factors producing diverse formations
totally independent of sexuality or nourishment. Both factors, sex and hunger, we shall
tentatively exclude from the scope of our creative observation of the origin of form in art.
We prefer to retain only those factors of nature which are of automatically constructive
and of universal origin: for instance, form as the consequence of the mechanical, struc-
tural and chemical process in minerals or in plants. In such cases there is no food or sex
problem involved.

OF the infinite variety of causes producing forms, many will remain unknown.
But there are some forms which by their appearance reveal those causes which make a
specific form. For instance, the form of the galaxy Andromeda (Plate A, p. 16) shows
clearly its revolution caused by dynamism. Another form is a snow crystal. (Plate C).

Prate C.



In the lower left hand corner is a frozen drop of water; the geometric and solid form
of it is d by forces compressing it into a monumental block, then gradually toward
another totally opposite form (upper right corner) which shows the explosion-like
effect caused by forces within the drop. The dispersing power sends particles out from
the center of the crystal. What are the myriad causes which never produce two snow crys-
tals of exactly the same form? Another example is living creatures at the bottom of the
sea, foraminifera, microscopic beings of multiple shapes, as the consequence of a multi-
tude of causes at the bottom of the sea. (Flate D).

Foraminifera from the bott
of the sea.

Prate D.

Some of these forms are compact, similar to snow crystals; some are twisted like the
knot of a rope. Myriads of them were agglomerated in stone in the oceanic depths. A
geological catyclysm lifting the bottom of the sea was the cause that foraminifera formed
. rocks. From these rocks the Egyptian pyramids and temples were erected. The Egyp-
tian religious belief in eternal life was the cause of these immortal gigantic constructions
out of the bodies of the foraminifera. Is not this a phantasmagoria of the transformation
of forms and the adjustment of multiple causes?

Beside all concrete formations by nature, there is man with his psychology and
senses, with his spirituality, metaphysics, esthetics, symbolism, and with all his capacities
which are nothing but the reflection of the universal mind combining complicated causes,
making man think and create as he does.

For our creative purposes we retain primarily those psycho-physiological factors
which evolve from the metaphysical and spiritual realm, from which man fashions his
forms in art. For instance, the forms of worshiped deities are of metaphysical and spir-
itual origin. (Quot. 43, 66). In order to clarify the problem of the formative process, let
us approach the primary causes which are abstract creative forces, permanently changing
the forms of every organic, as well as inorganic, thing. The change is fundamental to the
creative process of nature, reflected consciously or intuitively by man and animal through
art and technique. If one attempts to find the origin of a new form which he is making,
simple or complicated, he will inevitably encounter the complexity of formative causes
within himself, working before the production of this particular form. The complexity
lies deep in the psycho-physiology of the individual, acting under the dominating law of
dynamism, and interlocking abstract forces within his cells. Through this process, con-
sciously or unconsciously, he solidifies the cellular causes into a form. Excluding the utili-
tarian, we are here preoccupied only with the ideology of creativeness itself.



The form-changing abstract creative forces fill the cosmos. Science finds them in bi-
ology, geology, astronomy, and so forth. Some of these specific forces are located in every
being simultaneously. If an animal or man knows or feels a particular form and produces it
mentally, sensually or intuitively, it is because in the individual self there are exactly the
same abstract forces as those used by nature to produce this particular form he is making.
‘Thus we should recognize the fact that those specific forces used by nature to form a min-
eral may be the same as those in the creative body of Beethoven composing a symphony or
in a beaver building his dwelling. This may seem to be a magical oneness, and yet we find
the existence of such a creative analogy in plants, animals and men, in their forms and ac-
tions. A modern atomic scientist believing in the transposition of atoms undoubtedly will
confirm this analogy, although an anthropologist will find the same analogy in the North-
west Indian totem poles which symbolize man as an animal, and the reverse. The
Indians believed that all creatures are formed from the same originative spirit.

The intellectual and instinctive apprehension of creative causes, if practiced, becomes
an experience for further creative self-advancernent. All inventions and artistic master-
pieces are made exclusively from the ability to perceive and to exploit natural formative
causes which are located anywhere at any time, and may be used by man and by all or-
ganic creatures and minerals at the same time. There exists material proof of this phenom-
enon. For instat ce, there are spiral shells which have existed for billions of years at the
bottomn of the sea. They are constructed on the same geometrical formation as the spiral
stairway. In both cases the same formative law is present and inevitable in order to sup-
port both structures. (Plates E, F).

LAaTE E. Prate F.

Minetti's Stairs, Sealaria Telescopium Staircase in the
Venice. [taly Scalaris telescopium Caslle of Blois, France

*Coyrtesy of E. P. Dutton and Co., Inc., New York. From Spirals in Noture and Art by Thecdore A. Cook.



Evidently, man cannot create any new laws; he can only discover them in himself.
Like the insect and the plant, he carries the formative laws in all the cells of his body.
However, in order to use these laws in the creative process, he must apply his inventive
intellect and his memory of practically learned methods. It is astonishing how, unlike
man, animals, including insects, without diplomas, instinctively and spontanecusly use
the same constructive law that man has steadily learned and experimented with before
applying it to his constructions. Another difference between man and the insect is that
man is privileged to possess the faculty of perceiving this creative law and to use his per-
ception of it for his own creative developments. While the insects without the perception
of constructive law remain deprived of that human intellectual capacity which could
make them progress creatively, they are limited strictly to instinctive functions under the
directive of nature, If for some biological reason the insect should possess the human scale
of perceptivity, man would force it to build palaces and work for him. (Plates G, H, I )*

PratE G. Prate H. Prate 1.
Ants' underground garden for Wasps® architecture and tech- Spider: engineer, potter, stra-
Jungus culture. niques. Suspended floors, insu- tegist. Digs vertical tunnel,
lated walls. The place is roomy fizes round cover on
and cozy. adjusts it like a teapot cover

that does not fall in.

Sculpture and painting are the materialization of the specific formative law of na-
ture. This law is expressed through different elements, each pulsating with its own life,
and all together constituting a harmonious, spiritual and optical accord. These elements
are of a material category such as form, color, texture; and of an abstract category such as
space, balance, rhythm, harmony and spirit. Some of these elements may be amplified or
reduced in their volume or expression, according to the subject, style and psychological
direction which they are assigned to indicate. The individuality of the artist is recogniz-
able through the amplification of chosen elements characteristic to him: a Rembrandt—
light and shadows; a Seurat—texture; the Cubists—geometrization, and so forth. My
own individuality consists of many variations of causes and original form. {Quot. 5, 6, 7).

Form in sculpture is different from form in painting. The artificiality of form in paint-

*Courtesy of the Museum of Natural History, N. ¥.



ing, on the one hand, and the reality of sculptured form, on the other hand, both derive
from the same creative source, but are differentiated in appearance due to their different
psychical, material nature and due to the different psycho-physiological character of
man. In comparing sculpture with painting, it becomes evident that sculpture, because
of its pictorial limitations, is more complicated than painting. Form in painting Auctuates
‘more than in sculpture because, for effect, painting uses illusory forms, illusory perspec-
tive and illusory light and shadow while in sculpture they are real. (Quot. 21, 22, 54).
Painting can also dissolve forms and patterns of color by blurring them or breaking them
up into floating abstract fragments, and in this way ohtains dematerialization. In con-
trast to painting, sculpture is concrete and palpable form, indissoluble as matter. In sculp-
ture the dematerialization of forms always remains the greatest difficulty to overcome.
It seems to be a magical trick to create matter with its positiveness and at the same time
to transcend it into abstract and spiritual existence with significance. However, the es-
sence of art remains in this very liberation of the spirit from matter and simultaneously in
the stylistic materialization of the spirit. Thus the sculptural form should not be a form
for its own sake, but a cause for association and relativity. (Quot. 5). To attain this, one
should rely on creative psychology which naturally is the opposite of the imitative ra-
tional mind or deliberate buffoonery. A perfect example of spiritual detachment from
material existence is music. Sound is impalpable; it appears and disappears, being dis-
solved in time and space. Only the reaction, sensation and spirit remain after sound van-
ishes. In music the creative essence is beyond sound.

Sculpture must have a significance heyond its [orm to become a symbol and produce
association and relativity fixed by stylistic transformations. This sublimates sculpture in-
to the metaphysical realm. This is the mission ol art.

The superiority of sculpture over painting lies in the fact that sculptural forms are
perceptible both spiritually and tangibly. Spirit guides toward a metaphysical origin
and releases forms from being matter. However, the physical capacity to see and to touch
makes sculpture sensually more complete and complex than painting which is only an
optical illusion of [orms.

Early in my career, in the first decade ol the century, I came to the conclusion that
the spiritual power of a work of art is derived mostly from the metaphysical realm, that
the greatest difficulty lies in the fixation of the correlation of abstract with material real-
ity. Together they must evoke psychological and emotional reactions, the more the bet-
ter, in order to lift the creator-artist and spectator into the realm of the sublime. (Quot.
53). For half a century I have been experimenting with forms in arranging and rearrang-
ing the coordinations of material and abstract elements, according to my conception of
harmony, esthetic beauty and spirit.

From these experiments I have obtained a completely new plastic expression which,
in the opinion of art historians, has become the foundation of modern sculpture. (Quot. 3,
6,7, 10,11, 12,14, 15,28, 37, 41,66). Some old experiments have concerned the external
form of nature. However, my aim has been to unify spirit and matter in order to obtain
a new form having a symbolic meaning and producing associations related to nature and
human experiences. This may be called the abstract reality forming modern style. (Quot.
13).
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There have been many analyses made of my experimentations. Here it may be
proper to stress that only objective analysis may be suitable for the explanation of the
great variety of esthetic problems that I have resolved through forms. The individuality
of my art should be characterized as the multiple changes of form, as the consequence of
sell-adaptation to the creative changes of that dynamism which, of course, is the opposite
of the static. I deny the stereotyped production that is usually the trademark of an artist.
Permanent changes of the character of my work may be confusing to a conservative
observer, but I believe that metamorphoses in nature are always the main cause of life
and are the essence of art. (Quot. 5).

I am against regression and dogmatism because a regressive mind is not able to pro-
duce inventions. A forced modernism in art, using cerebral dogmatic “abstraction for
the sake of abstraction” is creatively as shallow as photographic naturalism. Having al-
ways been free from traditional stereotyped production and the sterility of dogmatism,
I have been able to adventure in the rearrangement of the relationships (Quot. 9) of all
significant elements useful for sculpture, regardless of whether they are of palpable ma-
terial or intangible such as the electric light, space, reflections or transparencies. If the el-
ements are suitable for expressing esoteric, spiritual or esthetic value, I labor, if need
be, on a new special technical process to bend them to the desired effectiveness, symbolic
meaning, beauty and spirit. For instance, in 1947 I began using electric light within plas-
tics as a new element of sculpture. For this purpose I carved transparent plastic.* I
was obliged to build a special machine, since plastic cannot be carved like marble or wood
because of its rubber-like resistance. My machine scraped this material with the blades

. of a cutter rotating 60,000 times per minute.

Among different elements, the technique is no less important than the spiritual con-
tent of the work of art. (Quot. 21, 41, 66 ). There cannot be art without the perfect tech-
nical execution of all esthetic elements. In the same way, technicality alone cannot be
complete art. In creating form, we often find that there arises the necessity to amplify
one element and reduce another. For instance, the eflect of form can be amplified or re-
duced by color and texture. A number of similar problems concerned with the effective-
ness of forms or colors guided me toward my sculpto-painting (Chapter VII ),

Since the spiritual content of sculpture is introduced within the form, the forms
must be expressive and significant in order to open manifold approaches toward their in-
ner transcendental value. (Quot. 6, 16, 23, 25, 29, 30, 32, 37, 40, 41, 43, 46,47, 49, 53, 57,
60, 66, 67). The multiplicity of observations, reactions, judgments and expressions is a
sign of high cultural and creative level. Regardless of that to which the multiplicity may
be applied, it will always have more significance and success than only a one-sided atti-
tude. Such a principle and capacity can make an insignificant object become a reservoir
of life, just as a small seed becomes a large tree.

Beside the diversity of forms of palpable matter, there is a diversity of significant im-
material form which I have explored, such as space, light, transparency, reflection, or the
idea of form that is suggested by motion.t For instance, a circular motion may sym-
bolize the form of a disk or of a ring. There are still more complicated forms apprehensible

1Sce Chapter XXIV on Archipentura.



only by association and relativity, such as rhythm, harmony and volume of sound,
silence and time. (Quot. 6, 15, 18, 22, 26, 28, 32,41, 43,60, 62, 65). They extend or reduce;
they vibrate in a fragmentary character or condense in a solid volume; they assume im-
aginary shapes and remain transcendent with impulses for creative materialization. The
material formation of such abstractions as time and sound are possible only through the
intellectual and sensory associative processes. It does not matter from which source the
psycho-physiological association emerges; as long as it is successfully fixed in a symbolic
form through art, it becomes a living reality. The greatest contemporary artistic creative
process corresponding to the science of our modern era and to the modern way of think-
ing undoubtedly springs [rom relativity and contains the power of association. Concrete
matter, also, if correctly adjusted, can become a symbolic form by provoking associations
with immaterial facts such as time, space or sound. (Quot. 61). Beside the concretion of
the abstract, I use the reverse process: the dematerialization of the concrete form. I
achieve this by transforming it into a symbolic shape. I divide the original form by geo-
metrization and fragmentation, as in my Cubist period (Chapter XI1I) or as I do in
sculpto-painting, in which I obtain division and unification of forms by the pattern of
color, texture, or the diflerent aspects of materials, or by space.

The concretion of the abstract and the abstractionof the concrete in artare the exact
reflection of the creative process that is going on in nature with its perpetual metamor-
phoses. This universal metamorphosis rules over all and is the basic cause of all technical
inventions, art, scientific discoveries, and all religious and philosophical doctrines. Con-
sequently, the art of forms in its origin is inevitably allied with all creative phenomena
of nature and is hiologically linked to all the universe.

In art, as in nature, the activation of abstract forces becomes the cause of their solid-
ification in matter. For instance, a low temperature as energy plus humidity will become
solidified into ice and, contrariwise, wood as matter may become an immaterial phenom-
enon such as gas or temperature while burning. In art forces are condensed into the forms
of matter, and then radiate as abstract spirit. The [orm of anything is a potent impetus
for the diverse psychological and physiological activities of man and animal. In making
forms, any individual inevitably uses not only intellect and instinct, but all that con-
stitutes his entity from the earth, from water and from space.

During fifty years I have produced more than a thousand works, and in each form
I have fixed what nature has given to me in spirit and in skill. It should be added that
such additions from creative forces are the paramount part in an entity, and are vital like
all intellectual and sensory activities. Careful analysis shows clearly how we are daily sub-
consciously entangled with thousands of forms, far more than with sounds and colors.
Forms have their origin and depot in the realm of the universal creative mind. It is al-
ready predetermined by destiny which forms the individual will feel or how he will react
to a given form, subconsciously or consciously, also towhat degree his intellectual capacity
for transformations will develop.

All forms are temporary aspects of the permanent cosmic energy which creates
atoms, remains in them, and makes them travel from one material into another, trans-
forming their shapes. Perhaps they travel from a stone into a human body, then into
plants or animals, and so on infinitely. A creative mind is involved in this course. No new
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forms can be created because nature has already created them all and there is nothing
beyond its achievements. Only new combinations and relationships of several existing
forms remain possible for man to uncover according to his destiny. This remains in the
disposition of art, technique and science.

The externality of form and the energies making form and remaining in it are one
inseparable creative process of nature reflected in art. In art, form as matter is optical,
but the creative energy is abstract and spiritual; both reciprocally prevail one over the
other and remain inseparable. We observe and create according to the prevailing phases,
similarly to this process of nature.

The history of art shows periods ol the domination of spirit over matter or, in re-
verse, matter over spirit, so often that this becomes a permanent characteristic of art.
This appears to be due to the inevitable dualism consisting of the creative personality of
the artist and the materialily of form in his work. The awareness of this dualism is one of
the keys to creative progression. Subordination to the law of natural dualism opens the
way for the inductive and deductive creative capacity as well as for the manifold vision of
life. Both are inevitable in any creative process.

The great diversity in my work in some cases disturbs believers in the monotypic
production of art. In preferring one monotype, they bypass the total. My dualism can-
not be separated because it consists of manifold fused experiences, nor can it be classified
chronologically because I attack simultaneously different problems and may resolve each
of them in different ways, from naturalism to abstraction. This is characteristic of many
of my works. (Quot. 7, 10, 28, 41, 43). It is interesting to observe how the art historians
here quoted have analyzed many of my inventions, conceptions and technical achieve-
ments. All analyses by different writers with their diverse angles of approach, directly or
indirectly confirm my cardinal tendency, which is creative movement onward.

Chapter VI
STYLE

Style contains the artist’s personality, national and racial characteristics, as well as
the philosophy and spirit of the time. Because of these contents and independent of the
subject matter, the style of ancient works of art may serve for anthropological informa-
tion on vanished civilizations. This quality reveals that all causes of the original stylistic
formation and the spiritual attainment of man, through style, are transmittable over the
centuries. Externally, concretely, style consists of a specific combination of different ele-
ments such as lines, forms, colors, textures, materials, techniques, and so forth. The
inner essence and spirit of style in its origin is very complex. This complexity results
from the fact that creative art begins where visual nature ends. At this point, man begins
to express his entity by transforming natural forms into his style. The inner essence of a
style consists also of the specific rhythm and harmony proper to the individual or con-
ventional stylistic requirement.

In my conception, the formulation of a style is a purely creative process, which
unifies in a specific way both spirit and matter. (Quot. 4, 9, 41, 45). In art as in nature
there must be a correct coordination of causes in order to metamorphose energy into



material form, and to reconvert it further into that perpetual energy which should radi-
ate from a work of art, particularly through the style. Creatively no stylistic formations
or deformations in art are accidental. They have strong psychological and physiological
reasons for existence, as the consequence of man’s contact with the universal creative
forces which produce permanent transformations. All metamorphoses in nature and in
art are an in-and-out circulation of creative energy. This circulation within the human
body, as well as in all organic and inorganic matter, remains as creative potency. If it is
applied to esthetics and technique in art, it becomes style with its spiritual content.

The intellectual assembling of mentally chosen naturalistic forms fixed in the work is
an imitative process which is inferior to an intuitively creative rearrangement. The intui-
tive is similar to a message from nature that the artist receives and carries in his subcon-
scious until the right causes transform it into consciousness, to evolve eventually into a
new material reality, skillfully expressed in a new form. Psychologically an individual
cannot be isolated from visual reality. However, he must be creatively adjusted in order
to grasp from visual reality its transcendental formative value prior to the material fixa-
tion of the subject involved. Factually, this is the recombining of different energies that
become idea, spirit and beauty. The artist models their abstractness into a concrete
stylistic shape, just as nature models energy into a particular form.

It would be interesting to find the abstract causes responsible for the formations of
such styles as Egyptian, Greek, Roman, Gothic and modern. The causes of the creation
of the Egyptian style are the Egyptian climate and religious philosophy. Recognizable
in this style is also a mysterious calm, a spiritual magnitude and fabulous beauty. This
is the consequence of Egypt’s religiously profound and refined contact with the universe,
with its infinity and eternity. It seems as though the Egyptians wanted to conquer time,
and it seems that they succeeded. Egyptian art remains forever an indestructible monu-
ment of that great vanished civilization which reached spiritual sublimation. If we com-
pare contemporary Dadaism with Egyptian creative magnitude, Dadaism dwindles to
naught.

The early Greek style tends to match the Egyptian spiritual quality. But in a later
period it deteriorated and became a prelude to Roman naturalism. Undoubtedly because
the spirit of their mythology prevailed over the spirit of creative forms, Roman art is
fundamentally devoid of spirit and transcendency. The causes of its mediocrity lie in the
vanity of potentates; it served to propagate Roman dictatorial military power and crea-
tive dilettanism, such as Nero’s playing on a lyre while Rome burned. Roman art never
reached the summit of Egyptian style.

The Gothic and modern styles seem to be analogous in their striving to be detached
from matter, in search of spirit. The form of art of our era emanates from abstract causes,
from the same realm in which contemporary science finds its causes for modern invention.
Contemporary art and science both tend toward abstract forces. Art becomes preoccu-
pied with the expression of transcendency; science with the materialization of abstract
energy, such as radio, electrical and atomic. Cosmic dynamism as a cause is expressed
through the contemporary psychology of art, which uses forms as abstract as its causes.
(Quot.5).
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The Gothic elongation and distortion emanate from religious ideas, ecstasy and
gravitation toward highly soaring divine power. The Egyptian, Gothic and modern styles,
by their leaning toward creative abstract qualities, prove that they are subordinated to
the same dynamism of nature with its perpetual transforming power which they set out
to express.

Unlike past eras, our contemporary mechanization and speed for the economy of
time are the causes for the rapid changes of forms in modern art. The production of the
Egyptian style existed over 5,000 years; the Gothic, 500; modern Cubism, 10 years. Now
in our tempo, art seems to be deteriorating into a seasonal performance, particularly in
the United States. The history of art has known no such turbulent period of varied styl-
istic experimentation as in the present day.

As a retrograde mind cannot stop the avalanche of scientific invention, so retro-
grade or hostile criticism cannot affect artistic stylistic inventions. In fact, no criticism
in general can make or destroy the historical value of a work of art, since the history
of art is fixed by the spiritual content of the work itself, not by the magazine which
prints favorable or poisonous articles.

The origin of style is not only in the religious, epochal or other philosophies, but is
also in the character of the individual, and consequently in his biological organization.
Body movements often indicate stylistic character. For instance, the Oriental race differs
from the Occidental in its general movements and, to a certain degree, this is evident in
its art. Also, it is generally assumed that the character of a person is expressed in the
style of his handwriting. The quality of touch is a dominating factor in the technique

. of sculpture, as in music and painting. Beside technique, philosophy and spiritual ele-
ments, style consists of complex creative causes, transforming the object into its esthetic
expression.

For some biological reason, the sensuousness of the sculptured forms, through pal-
pability, is also related to the sexuality of man and animal. Hindu and Negro styles are
characteristic in this sense. However, in spite of this relation, sculpture is apt to become
spiritually sublimated and to attain a metaphysical level through style.

In making and in looking at the style of creative sculpture, one should see beyond
the forms, as one reads poetry between words or hears music above sound. (Quot. 5, 9,
13,16, 17, 33, 41).

Chapter VII

SCULPTO-PAINTING
(PLATEs 39-62)

I invented sculpto-painting in 1912. It has its own characteristics, which set it apart
from the usual polychrome sculpture such as the Gothic, Baroque and Renaissance. It
is designed mostly as a panel uniting colors and forms. Esthetically it is a new character
of art, due to its specific interdependencies of relief, concave or perforated forms, colors
and textures. (Quot. 9, 16, 20, 21,22, 23, 26,27, 28, 29, 30,31, 41, 51, 59). Some forms are
made in papier-maché, glass, wood or metal, and so forth. Forms are intermixed with the



patterns of colors and of the space between them, in accordance with the particular
esthetic or spiritual problem. The subject matter may not be excluded. The nuances of
form and color and their interdependencies are as essential and significant as the nuances
of sound and silence in music. No boundary can be drawn between color and real form
because esthetically and technically they are reciprocally integrated. We see that nature
never separates form from color but, from different causes, unites them in infinite variety.

This unity is a fundamental of my sculpto-painting, which indicates a new path in
contemporary art. The art of uniting color with form is still unexplored by other artists.
Why do contemporary sculptors blindly avoid the great heritage left to them by the
ancient geniuses of polychrome sculpture? Those Northwest American Indians who felt,
produced and appreciated their polychrome masterpieces, tower above some of the
experts of modern art who strip sculpture of its coloration.

Sculpto-painting is not only a renaissance of the vanished tendency to unite form
and color; it is rather a new medium of art, due to a specific conjunction and amalga-
mation of materials, forms and colors. Esthetically and technically, sculpto-paintings
are entirely different from the colored reliefs a la Della Robbia or the Egyptian and
Assyrian. The novelty does not lie in the fact that sculpto-paintings are reliefs, but in
the fact that stylistically, conceptionally and esthetically they are new, as a result of
entirely new materials and techniques.

Sculpto-painting is more effective and diverse in character than the usual painting
or uncolored sculpture. The unification of color and form does not interfere with spiritual-
ization; on the contrary, it facilitates the expression of the abstract in this medium.
There is here no naturalistic coloration such as mannequins with blue eyes, black eye-
brows or red lips. It is an entirely different technico-esthetic problem which sculpto-
painting resolves while engaged in dealing with the abstract, spiritual or symbolic.

In sculpto-painting, as in usual painting, a pattern of color can be limited by sharp
contours, or it can be blended with the neighboring colors to become a contourless area.
The advantage of sculpto-painting over the usual painting is that on the painted flat
area sculptured reliefs or concave forms are added as integral parts of the compositional
effect and meaning.

In some cases the relief or concave should be painted with color extended on the
background for the optical effect of the enlargement of shape. (See Diagram I, a, page
42.)
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If the form is painted in two colors it will produce a double effect, one from the
form, another from the two patterns of colors. This will be the division of the form by
color. The domination of one over another depends upon the compositional requirement
and is expressed by the height of the relief or by the intensity of the color. (See Dia-
gram 1, b.)

A variety of effects can be obtained through different combinations of forms and
colors. For instance, on the large pattern of a red color painted on a white background
there will be a small relief form, painted half in yellow and half in blue. This will pro-
duce five effects, namely, from yellow, from blue, from red, from the form and from the
white background. (See Diagram I, c.)

In another case, a form can produce the effect of being divided by overlapping with
the pattern of color. (See Diagram I, d.)

On the other hand, the pattern of color can be divided by overlapping with the form.
It depends upon the rhythm, composition, harmony and balance. (See Diagram I, e).

There are more varieties of amplifications or reductions of different elements of
sculpto-painting. (See Diagram I, f and g.)

The effect of depth in sculpto-painting is achieved in different ways by the over-
lapping of patterns of colors or forms. (See Diagram I, h.)

The effect of depth is also achieved by diagonal lines or forms caught in foreshort-
ening according to the perspective. (See Diagram1,i.)

Another way to obtain depth is by the value of the colors or by the variations in
the coarseness of the texture. (See Diagram I, j.)

Beside convex and concave forms, the modulation of the space between forms is also
meaningful in this original art. The shape of the distance between the separate patterns
of colors or forms becomes as significant as the form or pattern itself. (See Diagram I, k.)

The degree of depth may also be expressed by the degree of elevation and position
of forms on the background. (See Diagram 1,1.)

Beside the distance between the forms, a perforated area is also used in sculpto-
painting. (Plate 2). The formations of the perforated areas I introduced in 1912. This
opened for me an entirely new esthetic horizon never before explored. (Quot. 44).

The advantage of sculpto-painting over the usual painting is that the lights and
shadows of the relief are vitally real, unlike conventional painting in which there is only
a painted illusion of the lights and shadows. Another advantage is that lights and shad-
ows in sculpto-painting are changeable according to the changes of the source of the
light, while in the usual painting they remain unchanged. There is also the advantage
that under an adequate source of light the shadows in the sculpto-painting become
integral parts of the composition. Sculpto-painting, due to its new technical expansion,
intensifies the optical and esthetic effects of forms to a degree that makes usual painting
and sculpture seem lifeless. Cubism, which painted sharp, flat forms, seems to be weak
in comparison with relief made of superimposed planes of flat materials.

In modern art the subject or object is often only suggested by some equivalent char-
acter of form or color, but this principle is as old as art in general. The idea of the sym-
bolization of naturalistic forms by rearranging them into an equivalent synthesis remains
fundamental to art. I experimented with this tendency from the first decade of the cen-



tury on and introduced it into sculpto-painting as early as 1912. However, the invention
of sculpto-painting consists of a new stylistic concept as a result of entirely new mate-
rials and technical methods, which arrange symbols and equivalences simultaneously
with the sculptured forms, projecting light and shadows, with the pattern of colors or
concaves and of space. All of these together eventually produce a new harmonious unity,
a new style, new optical effects and psychological reactions. Sculpto-painting is more
flexible for inventions than the usual painting or sculpture.

The elements of sculpto-painting are applied not only to panels, but also to con-
structions and to three-dimensional sculpture. In such cases the roundness of the statue
becomes a formed background on which patterns of color are applied. This is a three-
dimensional polychrome sculpture. Some compositions require the pattern of color to be
the same as the shape of the raised or lowered forms. (Plates 21, 22). The art of sculpto-
painting proves to be refined and complex and is not easily grasped by conservatives or
laymen. This expansive form of art, under the tool of the uninitiated, may dwindle to
naught, especially if only one element of sculpto-painting is used. For instance, there
would be no spiritual depth if one were to cut the shape of a kidney from a board,
nail it to a panel, and paint all in one color. Imagine Caruso singing only one single
note from a Pagliacci aria. That would be a failure from over-simplification.

Chapter VIII

POLYCHROMY
(PLATES 1-38)

In three-dimensional polychrome sculpture there may be used all the same technical
esthetic principles which are applied in sculpto-painting as they are partly described in
the previous chapter.

The following manifesto may be considered as an additional description.

MANIFESTO

What is the cause of the weakening of the spirit which in the past guided artists
in the creation of magnificent polychrome sculpture?

Contemporary sculptors, of course, are not color-blind. However, there are no poly-
chrome sculptures on display. Contemporary artists and those connected with art seem
to be unaware of and to omit the spiritual and esthetic value intrinsic in the unity of
colors with forms. There is no evidence of conscious penetration beyond impoverished
sculpture, disrobed of colors. What is the cause of the deterioration of polychrome sculp-
ture? Is it the consequence of the irrational theory which teaches that pure form is in
mono-colored matter only? Do we not admire the multicolored forms in birds and
flowers, etc.? When one looks in the mirror does one not see himself as form and colors?

In polychromy there is limitless possibility for inventions corresponding to modern
creative conceptions and spirit. The tradition of colored wax mannikins is fortunately
over, and it is useless to revive the stylistic character of Egyptian polychromy, or
Tanagra, or that of the extraordinary Northwest American Indian, or Australian Bush-



man. It is senseless to follow them because the modern era is not inspired by their myth-
ology, but uses totally new life conceptions and methods for creative demonstrations.

Outmeoded, literary, mythological symbolism is no longer usable, but a new symbol-
ogy which abstracts and spiritualizes the object must take its place, so that color-form
will become synonymous with the object. Such new symbolism is essential to modern
polychrome sculpture and is the consequence of modern, creative, scientific and psycho-
logical facts. Due to the progress of our civilization and new psychological scope it is
natural to disregard antiquated esthetics and ideology. Polychromy should be renewed.

In our daily mobile environment colors change into forms and forms into colors and
there are no forms without colors; also, there are more multicolored forms than mono-
colored. Such characteristics of our environment should finally provoke endless creative
assumptions, experiences and expressions by alerted artists.

In this modern era matter alone is acknowledged not to be a totality; natural crea-
tive energy with its complex transformations is considered to be the prime cause of evo-
lution. It is, therefore, evident that the reciprocal infusions of colors-forms in polychromy
are comparable to the concept of transformative energy. Such energy constitutes the life
of polychrome art. It is this art of interfusing which is the lost secret, hidden in ancient
polychromy which is far richer than the contemporary non-colored sculpture,

Spiritually, esthetically, emotionally, creatively and symbolically, the form-color in-
teractions are as rich as the variations in a symphony, in which one musical phrase
interfuses with another, thereby evoking multiple reactions in the individual.

New polychromy consists of a new esthetic and technique which unifies forms with
colors. Their reciprocal overlapping and interfusion, the domination of one over another,
their harmony or contrast and their rhythm are all adjustable according to the symbolic
or stylistic problems.

Polychromy is fully adaptable for three-dimensional sculpture, reliefs, construction
in diverse materials, for sculpto-painting, for disciplined abstractions, for the expression
of relativity and for symbolical interpretations which are indirect representations of the
object.

Polychrome sculpture, like nature, produces an infinite variety of effects and has
more potential and vitality than flat painting or mono-colored sculpture, since the reality
of forms produces natural light and shadow in which the patterns of colors automati-
cally change their nuances.

This is a new way of transmitting creative messages. This is a new optical language.

Creative awareness of color-form will lead a receptive individual to establish many
subtilties and spiritual reactions through polychrome sculpture. The same awareness may
help sensitive individuals to grasp these creative messages.

The modern polychrome method reflects contemporary conceptions of creative trans-
formations of material things and gives them a spiritual aspect. A creative artist must rely
on his competence and orientations in this matter, since the new principles of poly-
chrome art are still not yet propagated. Also, the knowledge and ability for analysis and
judgment of this new art is still not developed in the contemporary literature on art.
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Chapter I1X

CONSTRUCTIONS
(PLATES 63-74)

When in 1912 I commenced to use different materials for my constructions I thought
that creatively some very simple geometrical arrangements of forms might become power-
ful symbols guiding the masses. For instance, a cross or swastika are made with only a
few horizontal and vertical lines or strips, but their symbolic meaning for centuries has
contained and provoked the most profound feelings and thoughts of many generations.
However, the symbol of the cross spiritually guides only those masses who learn intellec-
tually the great religious meaning of the two lines of the cross, the vertical and the hor-
izontal. For other peoples who are non-Christian the cross has no meaning. There is also
another, different conventional meaning of the cross. It is a standard symbol of cancella-
tion, a crisscross over a mistake. An intellectual learning of conventional meaning, sym-
bolized by a specific, generally accepted sign is not the same process as the individual
creative ability to make or read a symbol which is associated with exclusively individual
experiences.

The art of construction with its symbolic meaning requires individual psychological
and physical experiences. (Quot. 16). It must be a perfect arrangement of different mate-
rials, their shape and relationship corresponding to the subject or object which they sym-
bolize. Beside optical experiences, to associate or to diversify shapes, symbolism calls for
a creative contact with the metaphysical. (Quot. 69).

The creative process of the individual is characterized by original ideas, feelings, and
by new forms of expression. All must emanate from adequate causes and be organized into
a stimulating unit. Therefore, one should use primarily the creative psychology which
discovers those causes that evolve into a significant symbol. There should be an esthetic
alliance of material and form. Since the art of construction emanates from the feelings
and from creative psychology which makes symbols, the spectator must also bring into
use his own creative psychology and feelings in order to grasp the individual symbols in
a construction.

The technique of joining different materials is achieved by practice. But the ability
to invent artistic symbols is in the body, not in the hammer. One should know how to
bring symbols from the metaphysical sphere, how to sense them before fixing them tech-
nically into forms. The arrangement of diverse materials, their shapes, colors and texture
should be in such relation that they will substitute the absent but known form suggested
by equivalence. The symbolic meaning of one form may depend on the neighboring forms
or colors, textures, and so forth. For instance, a form of a ball fixed in relationship to an
adequate neighboring form may symbolize a head. (Plate 4). Or a few stripes may mean
fingers or toes (Plate 16); a zigzag may symbolize hair (Plate 72); a circle may mean
eyes (Plate 73). There are three symbolisms: first, literary or illustrative; second, con-
ventional — for instance, S.0.S. or Egyptian hieroglyphics; the third — the individual
symbolism invented by the artist as a consequence of personal experiences and creative
imaginings — is the essential one. In my work I use the third as the most adaptable for
pure form of non-naturalistic character.



Stylistically, those constructions which are done in non-plastic material inevitably
have a geometric character. A sheet of bent metal has only two possible geometric bend-
ings, cylindrical or conical, with the use of their concave or convex side. Through their
relationship to the neighboring form, they assume symbolic meaning. (Plates 40, 56, 63).
A cone symbolizes the torso, leg or arm. I utilize a flat board, sheet of metal, glass, mirror,
etc., cut them in adequate patterns, superimposing them in a specific way that leads
the mind toward a new esthetic law. The inevitable planes, corners and contoural curves
of the assembled flat materials have misled some critics who, in their analysis, have some-
times mistakenly applied the Cubist dogma in judging my works, instead of considering
my geometrization as the inevitable consequence of non-plastic materials and technical
conditions. Their mistake is evident if we carefully observe constructions and sculpto-
painting assembled from different flat materials which inevitably produce geometrization.

The overlapping of transparent materials produces an exceptional effect of depth and
space which are integral to the third dimension. In constructions the real volume and
shape of the space between the materials can be controlled according to the different
esthetic problems. The reflecting materials are: a mirror (Plate 183), stainless steel
(Plates 2, 189), copper, etc. Beside space and depth, shiny materials reflect the environ-
ment and integrate it in the work of art. (Plates 194, 195). Of course, the overlapping of
carved materials cannot be excluded. (Plate 73).

Construction may be of low relief (Plate 67) or high relief (Plates 64-65) or three-
dimensional, such as Medrano, 1912 (Plate 63) in which motion was also introduced.

Useful and effective are the different fabricated materials, such as screens, plastics,
plywood with different grains, textiles, and so forth.

The esthetic nuances of diverse materials and colors in construction are as signifi-
cant and refined as the nuances of sound in music. Almost nothing has been done by
contemporary artists in the art of construction; it remains an unexplored esthetic field.
In the past, artists produced polychrome sculpture, perhaps more frequently than non-
colored. Also the Bushmen, Eskimos and the North American Indians with their immortal
totem poles made constructions and united form with color in a masterly way. But
civilized contemporary sculptors seem to be indifferent to the great art of construction
and to the splendid newly-invented materials.

Chapter X

THREE-DIMENSIONAL SCULPTURE
(PLATES 75-134)

A geometrically correct ball is a unique, one hundred per cent three-dimensional
form. Sculpture, of course, is measurable also in three directions. However, there is no
sculpture which does not more or less amplify its frontal side. I have been working with
different degrees of three-dimensionality and find that some plastical problems inevitably
require almost flat profile in order to achieve a desirable effect of frontality.

My flat sculpto-painting is a modern medium reducing the third dimension to a
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painted relief in which the effect of depth is artificially arranged by the value of the
colors, by overlapping colored patterns and other esthetic elements such as the coarse-
ness of texture or perspective. (A more technical description is to be found in Chapter
VII on sculpto-painting.)

My round sculpture is three-dimensional with different amplification of the frontal-
ity, depending on which esthetic element I intend to express. (See Chapter XVII,
Line, Plates 205, 206) showing the amplification or flatness by a reduction of the pro-
file of the statue to a minimal elevation.) The quality of sculpture, indeed, is not judged
by the degree of its three-dimensionality, just as the quality of food is not judged by its
quantity.

Chapter X1

NATURALISM
(PLATES 92-95)

I do not exclude naturalism from my conception of creative art. However, I do elim-
inate the photographic precision of details which contradicts the expression of some
esthetic character which I intend to amplify. For instance, if muscles or bones interfere
with the line, I eliminate them in order to obtain simplicity, purity and the expression
ol stylistic line and form. *

From such simplification further development evolves in symbolic form and becomes
a creative suggestion liberating the object from its ordinary externality. Through such a
transformation of naturalism, step by step, I approach the metaphysical and spiritual
realm where creative expansion has no limit. However, I prefer to stop on that frontier
beyond which there begin the impoverishment of spirit and the deviation from meta-
physics.

Chapter XI1

GEOMETRIC SCULPTURE: CUBISM
(PLATES 135-143)

When in 1908 I arrived in Paris there was still much discussion about the geometri-
zation strongly expressed in Cezanne’s paintings (1839-1906), particularly in his land-
scapes in water color. At this time in Parisian art circles there was a perfectly logical
conviction that from Cézanne's geometrization sprang directly the work of several
painters. They, in theorizing the strictness of Cezanne’s geometrization, established a
sort of dogma, and sacrificed subject for the sake of purely geometrical style. Alter
Cézanne, there began the second stage of geometrization forming Cubism and headed
by a small group of painters, among whom were Picasso and Braque, the two most
prolific producers. The Cezannian origin of Cubism remained as an historically unshak-

* See Chapter XV1I on Line.



able fact which at times is violated by writers, according to the convenience of influen-
tial persons or due to incompetence or for commercial reasons.

The radical liberation from subject matter has been repeated many times and often
expressed by the geometrization of forms in the history of art, but in modern painting
it evolved to a great extent from Cezanne. It is evident that if in logical progression
we develop Cezanne’s method and divide nature into optically constructive patterns
and simplify them to the highest degree, we shall inevitably obtain geometric shapes
in painting and crystallization in sculpture. Exactly that occurred with the tendency in
painting which in 1907 received the name of “Cubism.”

There is a still more important point to be stated in order to see Cubism in its true
place in esthetic history and its ontology, and to bring it out from old and new confu-
sions. Esthetically, the geometric patterns of Cubism are similar to the Japanese prints
which, hundreds of years ago, as well as now, used sharp geometric patterns of color
and texture, particularly in portraying clothed figures.

If the form of any object is simplified to the last degree, it will inevitably become a
strictly geometric shape: in painting, flat patterns; in sculpture, crystallization. We hold
that it is not necessary to be a Cubist in order to simplify form into flat patterns, as is
proved by Japanese prints. It is the same with the geometrization of form in the Mayan
sculpture, in the art of the American Indians and of the Orientals. They were not
Cubists. If all that is geometric is Cubism, then New York City is also Cubist.

As for my own work, the geometric character of three-dimensional sculptures,
Bozxers, 1913 (Plates 137, 138), Silhouette, 1910 (Plates 139, 140, 141), Gondolier, 1914
(Plate 138), is due to the extreme simplification of form and not to Cubist dogma. I
did not take from Cubism, but added to it. At this time no other sculptor reduced forms
to their fundamentally geometric structure. In spite of that, the above-mentioned sculp-
tures are classified as Cubist, with rare objection against such classification (Quot. 5).
The same understanding should be applied to my constructions and sculpto-paintings
which are geometric, not because Cubism is geometric, but because the material and
technique used inevitably produced a strong geometric effect. Bent sheets of metal and
the flatness of boards or glass are naturally geometric. Historically, the geometric tend-
ency in art is as old as art itself, particularly in ornaments, Inca sculpture, American
Indian, Oriental and some Negro art. Neither Cezanne nor the Cubists were the inven-
tors of the geometeric type of art; the Cubists merely centralized the concept and
brought it to its purest and strongest expression by the extreme simplification of patterns.

At the age of twenty I arrived in Paris, only a few months after Picasso had painted
his Negroid Les Demoiselles d’Avignon, which is noticeably less geometric than Cézanne’s
crystallized sketches of landscapes.

Cubists, like Futurists and Dadaists and others, want to bring into their circle as
many names as possible in order to create a large-scale movement. I find my name used
by groups to which I never belonged, for instance Dadaists* and Futurists. In reality
I am alone and independent.

. 139131:. Alzhl'ed H., Jr., and Huguet, George: Fantastic Art, Dada, Surrealism New York. Museum of Modern Art,
v p. 2l
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Ontologically, Cubism came in a moment of transition in the cultural currents at
the beginning of this century, parallel with science, technology, politics, etc. It was a
revolutionary moment of psychological change and a great era of inventions in tech-
niques: Blériot flew between continents; in science Einstein created the theory of rela-
tivity which changed physical conceptions; war changed the map; the Russion revolution
reorganized the social order in several countries. In art, as in life, radical changes took
place which brought Expressionism, Cubism, Futurism and a number of other experi-
ments independent of politics and religion, but parallel to modern philosophy. Cubism
will remain a document of the newly awakened spirit of the beginning of the mathe-
matical and geometric twentieth century. I cooperated in creating it, together with a
small group of artists, of which I was the youngest. When I arrived in Paris, this group
was not organized as a unit. Only in 1910 was formed the nucleus called Section d’Or.
It consisted of a group of artists working in various styles, not merely Cubism. Our
greatest demonstration in Paris was in October, 1912, in a triumphant exhibition at the
Hedelbert Gallery and afterwards in the gallery La Boetie in March, 1920, where 1
exhibited a large metal construction described’ by Ivan Goll (Plate 193, Quot. 16).
In 1914 war disrupted our unity. After the war was over, conflicts began to brew among
the group and resulted in the withdrawal of the Dadaists, because the painter Survage
and I opposed the philosophical concepts of the Dadaists. In 1920 we again resumed our
activity. I personally organized the exhibition of Section d’Or in Geneva, Rome and
Brussels. Then this historic chapter was closed. Section d’Or was the most beautiful spark
of creative energy and solidarity. These men laid the cornerstone of the new era in art.
Some of them are gone, some are living, some are immortal.

The revolutionary movement in art was created by an international group in Paris.
This general movement evolved further and received the name Ecole de Paris. The
members of the Section d’Or were Gleizes, Metzinger, Picabia, Marcel Duchamp, Le
Fauconnier, Pierre Dumont, Alcide Le Beau, Jaques Villon, Kupka, Gris, Marie Lauren-
cin, Leger, Delaunay, Picasso, André Lhote, Marcoussis, Survage, Ferat, Braque, de La
Fresnaye, Duchamp-Villon and myself. The first writers and defenders of modern art
were Guillaume Apollinaire in Paris and Herwarth Walden in Berlin.



Chapter X111

CONCAVE
(PLATES 144-168)

The use of concave forms in sculpture is not as simple as it may seem, in spite of
the fact that inversions of form in art have been known for centuries. They were limited
to only three types: One is Italian intaglio, another Egyptian pressed-in relief, and the
third is found in some Negro masks.

All three differ greatly from the concave forms which I introduced into modern
sculpture in 1912. Let us now analyze all four methods. The intaglio, which is carved
depths serving for the amplification of elevation in relief or any three-dimensional fig-
ures. In this medium the idea of the artist and the subject are expressed by elevated
forms. The concave remains an accidental form with no symbolical meaning of its own.
Thus the term “intaglio” meant any carved-in forms which are used to give the meaning
exclusively to elevated forms.

Diagram 111. ( REUEF
WALL SURFACE. .. % CROSS- SECTION

Italian.

(iNTaGLi0)

The Egyptian concave is a pressed-in relief used on flat surfaces of the walls of
temples and sarcophagi. It differs from the Italian in method and optical effect. Egyptian
concave may be compared to a reversed cup pressed into the flat clay. It will leave an
imprint higher in the center and gradually deeper toward the edges. Between these
cavities remains the flat surface of the walls.

Diagram IV. WALL SURFACE.

Egyptian.

EGYPTIAN CONCAVE

In the Egyptian concave wall decorations, the velief never extends over the surface
of the wall, whereas Italian relief extends over the background.
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Diagram V.

CROSS-SECTION OF NEGRO CONCAVE

Negro.

African Negro concave masks use an inverted form similar to the hollowness of a
plate. Such concaves are merely of a decorative character and neither are they sym-
bolically significant nor reciprocally rhythmically related to the relief form, Such concave
becomes a background of a definite pattern with some elevated forms on it.

NEW CONCAVE

In the year 1912, parallel to the modulation of space, [ conceived the way to enrich
form by introducing significant modulation of the concave. The modulation of the con-
cave, its outlines and whole patterns become an integral part, symbolically as important
as the pattern of the elevations. This method I applied to reliefs and to three-dimen-
sional figures (Plates 145, 147, 148). As the result of many experiments, I obtained an
entirely new and original type of sculpture with new esthetic, optical and spiritual ex-
pressions. The combining of positive and negative forms evolved into a new modern style.
The following diagram indicates the use of concaves all around the figure. It is evident
that this new concave symbolizes the absent form and thus has creative meaning. I have
used it in sculpto-painting (Plates 49, 50, 51, 52, 53, 57, 58, 59) and around three-dimen-
sional figures as well. Double concave is also possible, that is, concave within concave
(Plate 15), and as rhythmical repetion. [(Quot. 6, I6, 19, 26, 28, 30-41, 48, 57, 66 ).

Diggram VI,

Refer to Plates

CONVEX
1458-151. £

My concave. !._'.[35}. CAVE - o
:

CROSS-SECTION OF MY COMCAV
ON THE THREE DiM




In some cases in concave sculpture there is a certain geometrical character. It is
due to the abrupt change of the round elevation or flatness into a deep concave form.
Where the concavity abruptly begins, naturally there will be a sharp edge. (Plates
144, 147). A similar geometric sharpness may be at the edge of the modulated space.
(Plate 134). In these cases, as well as in the sculpto-paintings, the geometric character
should not be confused with geometrization in the Cubist style. In our case geometri-
zation is the consequence of sculptural technique in the round or of the application of
non-plastic material in sculpto-painting. This positively is not a dogmatic formula of
Cubism, but an inevitable technical consequence. In some cases there is a gradual
round joining of negative with positive forms with no geometrical character. There
have been and still are some confusions concerning the geometric form and the dogmatic
geometrization of Cubism. Some have believed that all that is geometric in art stems
from Cubism. Such mistaken opinions in the words of some authorities may produce
more confusion than clarity.

In order to explain the spiritual value of my concave, we must consider the psycho-
logical side of this new sculptural element. It is evident that in sculpture each point of
the surface should have meaning and be related to millions of other points of the surface.
Likewise, relief and concave are reciprocally integrated. It is exactly as in music; each
note has its psychological significance while it is related to every other note and pause
in the composition. (Quot. 6, 15, 33). So in my sculpture, all concaves have optical and
psychological significance, while related to other relief parts. In describing optical effects,
I should mention the following episode.

In 1927 1 exhibited in the Denver Museum. A conservative Trustee, guided around
the exhibition by Mr. Ronebek, who was then Director, objected to the idea of concave
sculpture. He pointed to my statue which was concave and said: “I prefer this statue
with normal form, no concave riddles!” Mr. Ronebek replied: “But this statue s
concave!” The optical illusion is a consequence of the frontal light under which the
concave and convex will have similar effects. The deepest and highest forms will have
similar highlights in the center. Both forms will produce similar effects, especially on
shiny surfaces (Plate 160).

The psychological significance of concaves in my sculpture derives from creative
sources and provokes creative action. They are perceptible as symbols of the absent
form and are subject to association and relativity. We cannot deny that in our psycho-
logical make-up the positive and the negative are of identical force and we merely apply
them in different proportions according to our orientation and interest in a particular
case. In our daily lives our “yes” and “no” are both centered around the same point of
interest and used as positive or negative decisions according to our personal advantage.
All positive and negative by the nature of polarity eventually become one. There is no
concave form without a convex; there is no convex without a concave. Both elements
are fused into one significant ensemble. In the creative process, as in life itself, the
reality of the negative is a conceptual imprint of the absent positive. This is a polarity,
a sort of equivalence of opposites, similar to the photographic negative on which light
becomes shadow and shadow becomes light. However, the optical reversion is not the
center of our interest because our aim is the creative action which begins from the
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psychological and emotional involvement in a series analogous to the object, but not a
direct presentation of the object.

It is not exactly the presence of a thing but rather the absence of it that becomes
the cause and impulse for creative motivation. This process exists in nature as latent
force and is the fundamental creative inducer of new organic life. Nature creates that
which is not yet there. The apprehension and use of this principle by an individual may
guide him to the understanding of many transcendental values of art and life.

In art, above all, psychological and creative conditions require us to avoid concrete-
ness in order to deal with such abstract elements as symbol, association and relativity.
This variety of creative psychological processes facilities the establishment of multiple
angles for the observation, understanding and judgment of both concreteness and
transcendency.

After experimenting with forms serving as the substitute for remembered reality,
I established a clear conception of the materiality of non-being form. This is not Utopia;
it is one of the cardinal creative psychological conditions. (Quot. 16, 26, 66). In order
to formulate more clearly such psychological elements of art, we analyze it as follows:
The idea of the materiality of non-being does not always spring from the positive know-
ing of a particular but absent object. The idea might spring from such emotional or
intellectual experiences which are only analogous to some characteristic of the absent
object, but factually are from and proper to entirely different things. This becomes a
parallelism and a process of association. Due to such laws of association or transmu-

_ tation, one may find himself before an object never previously seen, and feel as though

he were already long familiar with it. Some persons, in realizing such strange experiences,
are inclined to believe that this phenomenon of already-having-seen stems from a previous
ancestral existence, now reincarnated; but this may be only a reflection of something
from personal experiences, a psycho-physiological mirage of the individual himself.

However, I fully accept the concept of inherited knowledge and memory, because
this is one of the natural creative functions carried by the cells in the chromosomes and
by the psyche. From the ancestral memory of the chromosomes entangled with the exist-
ing personal intuitive functions evolve diverse visions which were hidden in the dormant
past of both the living individual and his ancestors. Besides the past, the nebulous
future is also accessible to creative psycho-physiological activities, in which, as in a
dream the things of the future may appear.

This is the privilege of those artists who in a creative state receive the revelation
and power of prognostication.

The religious miracles and the visions are formed also from psychological and sensory
tension developed from religious fanaticism and ecstasies. In part some scientific dis-
coveries and works of art have also evolved from sources which are indirect to the
subject but which are parallelly explored in order to reach and to fix that toward which
individuals strive, but which is not yet attained. Such is the aggregative and construc-
tive character of art which also flows from ancestral sources and extends into the future.

The reverse of this psychological action is also inevitable in art. We may call it
divisional. The reverse consists of the dematerialization or division of the known object



into its characteristic elements, each separately associable with some different but known
object; however, with no relation to the first known object. In other words, we apply
our reaction to something different from that from which we have obtained it. Hence
we use two kinds of association, one aggregative, the other divisional. It is by experi-

_encing both of them that one may develop total creative ability expressed through the
technique of construction. It is through my own working process and through the
observation of life that I have found how much the above double process in art is the
inevitable, fundamental and most [unctional creative law by which we fix the materiality
of the non-existing. I found the confirmation of my conclusion also in the philosophy
of Bergson. *(Quot. 61,68).

It should be pointed out that the materiality of the non-existent is indeed the
most vital concept; but it is also a dangerously subtle creative element of art. Without
a clear comprehension of it and without correct technical execution, it is easy to fall
into absurdity. For instance, drilling meaningless holes into a statue or digging senseless
cavities if they are not symbolical or associative, cannot serve as substitutes and become
absurd. The piercing of a hole in a kidney-like shape is very far from the spiritual
meaning of the symbolization of absent reality. The amorphous part of the canvas
or the amorphous unspeaking masses are symbols of creative impotence rather than of
creative power. Indeed, a mannerism or a toying with empty accidental happenings,
or buffoonery, will never lift a work of art toward a spiritual quality.

The creative derivatives require a correctly adjusted aptitude and skill to operate
with significant symbols of that which is not present. Spiritual and metaphysical
equivalency, which makes space speak symbolically about a form which is not there,
is an inevitable course in art and invention. On such a conceptional basis modern science
also searches for that which is not yet materialized. Also important in creative education
is not that which we already know, but that which we have not yet learned.

This conception of progress due to absence I gained and applied forty-five years
ago by the modulation of concaves, space, transparency and reflections in my three-
dimensional sculpture, constructions and sculpto-painting. I concluded that the ten-
dency toward the non-existing is a potent mover and an infinite impulse for advance-
ment. (Quot. 16, 26, 66).

Chapter XIV

SPACE
(Plates 169-181)

I have been looking among works of art and in the literature to find out what kind
of idea and concept of space was developed before I began to model space in my sculpture
in 1912. I found that the idea of space concerned rather depth in the paintings presented
by perspective or by the value of color. This depth was sometimes called space. On
some other occasions the term “space” wasused to signify the distance between objects,
painted or sculptured. The individual and symbolical meaning of the form of the space,

* Bergson, Henri, Creative Evolution. Henry Holt & Co., New York, p. 274.
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like the meaning of the forms of the material itself, was not taken into consideration and
was never explored.

Traditionally there was a belief that sculpture begins where material touches space.
Thus space was understood as a kind of frame around the mass. We may change the
forms of solid volumes many times, but the actual existence of the outline of the forms,
beyond which is the beginning of space, seems to be unavoidable.

Ignoring this tradition, I experimented, using the reverse idea and concluded that
sculpture may begin where space is encircled by the material. (Quot. 6, 16, 19, 26, 27,
30, 32-34, 37, 41, 44, 48, 54, 56, 57, 60, 61). In such cases it is the material that becomes
the frame around the area of space, having its own significance. To confirm the creative
meaning of this method, we shall make a plaster mold from a vase. After the vase is
removed this mold will contain the void which has the shape of the vase. In this case
the absence of that which is known is encircled by matter and becomes precisely the
shape of the space which means a vase.

Another example of the form of space guiding us toward creative psychological action
may be illustrated in this way:

We place two identical vases a small distance apart. Between these two vases we will
obtain a third vase formed by the empty space. The third vase is the negative empty
imprint of the outine of the two real vases and a space becomes the meaning of “vase”
made of space. When we purchased a vase it was for its materiality and practical use of
the shape of its emptiness, but the third vase [ormed by the empty space between the two
real ones remains a purely immaterial shape. With regard to such a psychological state

" the Chinese philosopher Laotze (604-531 B. C.) wrote:

The use of clav in making pitchers comes
From the hollow of its absence;

Doors, windouws, in a house,

Are used for their emptiness;

Thus we are helped by what s not

To use what is.

We see the utility of space in the window of the Gothic cathedral; but it is united
with the highest spiritual activity, with the esthetics of the art of stained glass. The util-
ity of space is also between the walls and columns of the Gothic cathedral, but it is
united with the architecture and the technique. In art, the problem of space is spirit-
ually no less important than the form of matter because it becomes a symbol. Not only
man but animals can be conscious of the space they use. One spider molds with his web a
tunnel-like space; another spider uses the geometric principle in stretching his web,
rhythmically distributing the space between the threads.

The idea of the multiple forms of space is an eternal phenomenon used consciously
or intuitively by all organic beings, each species doing so in its own way.

In ancient times, as today, sculptors were conscious of the form of space between
the solid volumes of matter. But there are different reasons for the conscious application
of the form of space. This can be seen in prehistoric Danish, Chinese, Persian, Aus-
tralian aboriginal, or African Negro sculpture. (Plate J, p. 57 ).



Plate J.

Danwsh Persian Chinese
prehistoric mediaeral mediaeval

The shape of the space in these ornaments is the resull of rhythmical distribu-
tion of the volumes of the material. Space does not have its own svmbolical
meaning.

Obviously these three different artists, in spite of living in different countries in dif-
ferent epochs, were equally conscious of the form of the space, but their consciousness did
not attempt to use the form of the space as a symbol or as an assaciative center. The
essence of their work of art remained in the forms of matter while the space arrange-
ment remained merely as an inevitable compositional decorative element.

Nor did Greek sculptures attempt to explore that psychological direction which
makes the form of space a symbol. In the Greek marble statue of Laocon with his two
sons being attacked by serpents, there are many shapes of the spaces between the vol-
umes of the material. But the form of this space is accidental and has no meaning of its
own, because it is an unavoidable consequence of a certain position of the significant vol-
ume ol the carved material according to the subject. In this case the form of the space
does not contain its own spiritual significance or symbol. The points of attraction and of
significance remain only in the forms of the matter.

Now we shall speak of the new character and the new meaning in modeling the form
of space, which I introduced in 1912. This psychological direction excludes a utilitarian,
an accidental or a frivolous approach.

According to my experience, this concept of modeling the form of space is based
primarily on symbalic, spiritual, associative and esthetic qualities. This becomes a crea-
tive process which may be compared with the psychological reconstruction of the absent
object reposing in our memory. By its absence the object leaves its own form in our mem-
ory. [t is the shape of the space that becomes the imprint of that which is not there and
creatively reconstructs that which is in our memory. A meaningless pierced hole can
never become a proper symbol. In art the shape of the empty space should be no less sig-
nificant than the meaning of the shape ol the solid matter. (Quot. 6, 15, 16, 40, 48, 61).

1 again found confirmation of my ideas in the French philosopher Henri Bergson:
“ ... object, once annihilated, leaves its place unoccupied; for by hypothesis it is a
PLACE, that is, a void limited by precise outline, or, in other words, a kind of thing. . . ."

Through the medulation of space our consciousness participates in the creative proc-
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ess because that which does not exist is recreated within us in the abstract form of space,
and becomes a reality in our optical memory. With this conception I started the modula-
tion of space. For me the non-existence of something known provoked the desire and im-
pulse to transform the absent into reality. (Quot. 16, 26,66 ). 1 believe that the whole bio-
logical evolution of the human being and the progress of civilization is based exclusively
on this creative power of nature in producing that which is not yet there.

There is another psychological state in relation to the absent. It can be compared
with the musical pause and can be explained as follows: Rhythm in music is possible
only if the sound is significantly sequent to the silence, and silence is sequent to sound.
Each musical phrase is formed from certain lengths of sound and the length of silences
between the sound. Each has its own meaning, as has each word in a phrase. Silence thus
speaks. In the Ninth Symphony of Beethoven, a long pause occurs twice and evokes mys-
tery and tension. The use of silence and sound in a symphony is analogous to the use of
the form of significant space and material in sculpture.

The significance of the form of the space and of the material should be derived from
the artist’s definite creative psychological state, in order to indicate a definite psycholog-
ical creative direction to an observer. The lack of this makes the work insignificant.

The absence as well as the presence of anything is found in many aspects of our daily
life. There is not only the practical, but also the spiritual origin from which they emerge.
Their source may be associations, emotions or intellectual reactions. Our ordinary “yes”
or “no” in relation to a definite matter can be compared to a positive or negative form or
its material presence or absence. Psychologically and through the senses, the form of the

-material is of a positive category and is palpable, while the space is intangible, and in art

is associated with the metaphysical realm and with abstract organization. The greatest
achievement in sculpture is when both have symbolic meaning.

This was the problem which I solved after much experimentation at the beginning
of the century. According to competent art historians, this has become a new conscious-
ness in art and is now practiced by modern artists (Quot. 6, 19, 37, 41, 46).

In the beginning, in experimenting with the volumes of material in their relation
to the volumes of space, I tried to combine them in different ways. I extended material
forms from the center of the composition into space. (Plates 169, 171). In another experi-
ment I encircled space with the material forms of two figures. (Plate 172). 1 also
experimented with the parallel forms of material and of space similar to Plate 173.
Many experiments I found unsatisfactory; they were analogous to those of Denmark,
Persia and China. Or they were similar to the Laocoon and the form of the space had no
symbolic meaning. In 1912 I succeeded in achieving my goal in the statue Woman Walk-
ing (Plates 174, 175, 177 ). (Quot. 32, 41, 44, 48). This was the beginning of the creative
consciousness producing a form of space with symbolic meaning.



Chapter XV

REFLECTION
(Plates 182 - 195)

Our general conceptions of esthetics have developed parallel to the progress of civili-
zation, with its philosophy, technical inventions and art. However, fundamentally the es-
thetic remains unchanged because it is a permanent phenomenon existing in nature and
reflected in man and animal in their capacity for enjoyment or irritation. This phenom-
enon in man has become of a psycho-physiological and conceptional order, while in the
animal it has remained only a mechanical process. Under favorable stimulus it has become
the motivating force for our physical and psychological awakening, followed by reactions
and expressions according to the mental or emotional character of the individual.

All our conceptions of esthetics, beauty or ugliness are also partly hereditary, but
mostly are influenced by environment. However, the esthetic in the creative process by
the individual is formed from a complex stock of his mental and physical experiences and
particularly from an associative process. For instance, in eating some tasty fruit, its flavor
may be associated with a color or with a sound, and eventually may be transferred and
expressed in form. Thus the esthetic is here understood as a general physiological creative
actuality, not as a concluded philosophical concept. In my application, the esthetic
changes according to the scope of observation, knowledge, reaction, emotion, judgment
and expression of some particular problem.

Modern creative art absorbs and uses all possible esthetic aspects of the con-
temporary era, and naturally expresses these in many different new ways. Recently de-
veloped techniques put at my disposal entirely new materials useful for the creation of
the contemporary esthetic character of art; for instance, the reflecting surfaces of various
highly polished metals may vitalize objects by dramatic contrasts. (Quot. 6, 8, 9, 32, 35,
37, 39, 41, 49, 66 ).

1 experimented and obtained new esthetic effects by using the reflection of polished
metals (Plate 187). Reflection enriches the effect of the object. It can multiply lines
(Plate 2); it can amplify or reduce the effect of forms, color or line; it can transform shape
according to the positions of the planes or the concave or convex bending of the reflecting
metal (Plate 193). Reflections express depth (Plate 189) and space; they absorb the en-
tire environment to which they are exposed (Plate 195); they magnify the brilliance of
the color. Shiny surfaces of brass or black glass or copper change all reflected colors ac-
cording to the tonality of the material in which they are reflected. The double effect of
the real and of the reflected is useful for constructions ( Plate 194 ). This peculiarity of re-
flections is most suitable to the creative tendency of contemporary art which rearranges
reality by drawing forth its essence and expressing it in terms of relativity.

Let us analyze some of my experiments, which I began in 1914. In this work I used
highly polished white metal bent as a semicircular background to form a niche. It reflects
multiple colors painted on the back of the panels of the construction fixed in the center
of the round base. In this case the negative bending of the background reflects patterns
of colors and transforms the shape of the panels, drawing them toward the center of the
niche, (Plate 194).
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A contrary effect is achieved with the construction shown in Plate 193, described by
Ivan Goll, Quot. 16. In this work, white shiny metal is bent in a positive manner as a re-
lief. It projects reflections out of the center in a semicircle.

In a way there is a similarity in the eflect of semicircular concave and convex bending
of metals. Both reflect the environment they face, the concave in a concentrating manner,
the convex in a distributing manner. What is reflected by the concave on the right side
will be reflected by the convex on the left. I have used both the concave and the convex
of shiny surfaces in constructions, sculpto-painting and three-dimensional sculpture
(Plate 195).

In the work illustrated in Plate 2, a shiny stainless steel sheet is visible through the
cut in the panel. It is bent in both convex and concave forms, similar to waves. In this work
the metal also reflects the outline of the cut. The double outline of the cut is an integral
part of the composition, an esthetic duality.

Reflection remains unexplored by contemporary artists in spite of the fact that it is
a potent esthetic medium which may be developed into a new artistic language for the ex-
pression of the real as well as the intangible. Plates 189 - 192 depict four views of a revolv-
ing construction with the panels reflected in each other.

Chapter XVI

MODULATION OF LIGHT AND TRANSPARENCY
(Plates 196 - 204)

Transparent crystal was carved a thousand years ago by Inca and Oriental sculptors.
The inevitable refractions in the carved crystal distorted the precision of forms in three-
dimensional sculpture. Beside refraction, the transparency of crystal makes visible the
forms of the back and the front simultaneously. One overlaps the other and produces a
confusion of design. In order to avoid refraction and to control the precision of forms, I
design my work in transparent plexiglas, and apply entirely different principles than here-
tofore practiced for crystal. For my purpose I use a thick sheet of plexiglas and carved
{orms on both sides and adjust their interdependencies in order to obtain unity of form
from both views. The three-dimensional character of the flat material I obtain either by
actually twisting the planes of material or by designing and carving the figure in foreshort-
ening or perspective. (Plate 198).

The facility of plexiglas to conduct electric light through an entire block is similar
to a pipe conducting water. The source of the electric light is hidden in the base and pro-
jected upward through the material. Light from within the material is stopped only on
the frosted part and produces the effect of a luminous design. The luminosity is amplified
by contrasting lightless, unfrosted transparent patterns. (Quot. 196 - 199).

The conceived design requires high precision of nuances of brightness through its
amplification or reduction. Light on the frosted parts may be on the concave, convex or
flat forms. The transparent patterns may also be of different forms. Both are controlled
esthetically, and reciprocally amplify their effect and significance. Their relationship is as



important for the composition as are rhythm, harmony and balance. (Quot. 6, 12, 18, 32,
41, 43, 60, 62, 65). The brightness of the sculptured lighted patterns depends upon the
position of planes in relation to the source of the light projected up from within the base,
and through the center of the statue. Indeed, the technical results in my carved plastic
differ greatly from those in carved crystal. Plexiglas has revealed entirely new plastic pos-
sibilities and concepts in the medium of sculpture.

Plastic illuminated from within also produces an ethereal quality strongly felt in
semi-darkness. Transparent plexiglas produces the effect of an esoteric substance, unlike
wood or marble with their materiality of surface. Transparent plastic evokes the idea of
abstraction rather than of the harsh positiveness of the surfaces of non-transparent
materials.

I use plexiglas and lucite and new technical methods in order to model four ele-
ments: light, transparency, space and the concave. This brings a new esthetic expression.
(Plate 201). (Quot. 16, 18, 43, 66 ). In my first experiment with transparency I used glass
in the construction Medrano, 1912. (Plate 63 ).

Chapter XVII
LINE
(Plates 205 - 224)

It would seem that music is a more direct emotional factor than optical line. However,
both spring from the same creative and orientational causes and are easily comparable
and associable. The analogy is so strong that both may interpret one another (Quot. 15).
A quietly flowing melody in music is associable with moderately bent linear curves ( Plate
220). Pathos and heroic bravery in music are analogous to large dramatized, angular, geo-
metrically arranged lines (Plates 137, 138).

There is a lyrical line in my style which may be compared to the long sound of one
string on a certain Japanese instrument, called a suma-koto. Such a line is totally differ-
ent from the nervous zigzag of Peruvian textile designs which are comparable to jazz
music (Plates 120, 121). The complication of many twisted curves is so totally opposite to
a straight line that the psycho-physiological reaction from both will inevitably conflict
like a dissonance. The intermixture of straight and curved lines by contrast produces a
very vital effect, just as dissonance vitalizes tone in music. (Plates 137, 138.)

In art, line as such is an instrument producing creative association in many different
psychological directions. In the work ol art it is knowledge and feeling that determine
the choice and the effect of line, if not directly, then through association. Moreover, lines
are used as conventional designs. For instance, the letters of the various alphabets, par-
ticularly the Chinese and Japanese, are not only symbols but also beautifully designed
ornaments.

In sculpture very often the psychological and esthetic attraction arises from the out-
line where the shape of the space begins and matter is disregarded. In some cases, the
opposite happens: psychological attraction is concentrated on the volume of the mate-
rial surrounded by the outline and space is disregarded. (Plate 196.)
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Creatively line seems to originate in the metaphysical realm, for beside serving an
infinite number of optical purposes, it also gives psychological direction in the transcen-
dental sphere. (Quot. 13, 16, 17, 28, 50, 55-65).

In a creative drawing, the more it deviates from naturalism, the more the inner action
will take the place of the immobility. Now we should keep in mind that we must con-
sider, not the mechanical, but the psychological and spiritual creative action within the
artist and in an observer. Art by its nature consists of inner action and expresses it. This
is often so complicated that naturalism cannot interpret it. In the creative process the
rearranging of naturalistic lines into symbols is a psychological and sensory action.
(Plates 240,241 ).

Chapter XVIII
MULTIPLE INTERPRETATIONS OF HEADS
(PLATES 225-229)

As I have already mentioned, each subject and object may be represented in a thou-
sand different ways without losing its characteristics. It depends on the artist’s creative
range. From naturalism through stylization and amplifications of character, also through
semi-abstraction it is possible to reach the symbolization of the same subject in different
ways. The personality of the artist is usually recognizable through the one, definite type

" of work he produces, but the use of multiple varied symbolic forms signifying the same

object is far more complicated psychologically than one stereotyped interpretation of
this object. This also concerns the making of portraits.

In the illustrations there are 131 human heads interpreted in many different ways.
The pictures marked with a dot in the corner represent works in museums or private
collections.

Chapter XI1X
PORTRAITS
(PLATES 230-239)

In the previous chapters, much has been said which is related to portraiture.

In making a portrait, problems often occur: to transform nature into an analogous
or symbolic form according to the character of the object or subject; and how much
nature can be transformed and how much this transformation is acceptable to the sitter.
The answers depend on the artist’s idea of freedom and the sitter’s conception of artistic
interpretation. At this point arguments may start.

The extent of my transformation in portraiture may vary greatly, from naturalism
(Plate 239) to abstraction (Plates 194, 255).



Chapter XX
DRAWING
(PLATES 240-262)

Drawing may fundamentally be classified in two types. One is a kind of registration
or memorandum, or a project for a future work or study. Such a drawing is usually un-
derstood as a sketch with unfinished strokes and indefinite forms, which may stimu-
late the imagination. Of course, it may be elaborated with many details so that a lay-
man may say there is nothing to add or to take off ( Plates 259, 260).

In another kind of drawing, regardless of whether it is a sketch or a finished draw-
ing, the essence remains in its transformative character, which evolves into a style expres-
sive of the personality of the artist, through specific forms, lines, patterns and techniques.

Chapter XXI
SKETCHES
(PLATES 263-270)

There are periods when I do sculpture directly without a preliminary sketch. Spon-
taneity and directness give vital character to a work, particularly in constructions and in
sculpto-painting. In these two media the effect of the light and shadows of real elevated
forms becomes an integral esthetic element. The immediate addition of colors and their
adjustment to modulated forms in direct and spontaneous creation is also vitally impor-
tant. This is due to the fact that the intensity or neutrality of color depends on the
power or character of the real form. On the other hand, instead of spontaneous, direct
creation, I sometimes prepare flat preliminary color sketches adaptable to radical changes
which would be impractical to make in direct carving or construction in hard materials.

There are also certain problems which must be realized before the final execution
of a spontaneous work. There are periods of avalanches of ideas and feelings which must
be fixed in a moment, before they dissolve in the course of life. Such rapid sketches in a
matter of minutes must be brought before the eye in their multiple variation. (Plates
263-270). (Those marked with arrows were done in sculpture.) Indeed there are no rules,
no conventions in the process and sometimes a preliminary sketch helps in the final pro-
duction. Sometimes the spontaneity and directness of an executed work may show what
should be developed in the next sketch.

The more rapidly sketches in clay or plasteline are done, the more vital will be the
effect of form and texture. But it requires a great precision of touch. Rapidity of work
in soft materials permits leaving some places in the statue almost untouched, but all
parts should show creative essence. See Plates 83, 96, and the portraits of Mengelberg
(Plate 337) and of Furtwaengler (Plate 338).



Chapter XXI1
COLLAGE
(PLATEs 271-274)

Grandmothers have often taught their grandchildren to make pictures with vari-
colored paper cut in different patterns and pasted onto a background. The sharp outlines
of the patterns produce striking effects. This seemingly naive game, in the hands of an
artist, becomes a highly esthetic and spiritual work of art. There is some similarity be-
tween collage and the great Oriental art of inlay of different materials cut in different
patterns and arranged to become a beautiful object. This fine art of incrustation we find
even in ancient Egyptian crafts. The art of inlay was practiced and survived for centuries
in the Far and Near East where it still flourishes.

Early in my career, particularly in the beginning of the second decade of this century,
as a result of my creative evolution, I experienced changes in my conception of the
methods and foundations of art. My new conceptions required new materials, such as
sheets of glass, of metal and wooden boards. The discovery of new techniques to handle
the esthetic of these materials was inevitable, and automatically I began to experiment
with patterns (Plate 271) as I speculated on new problems and techniques. (Quot. 51).

I found that technically collage is the most adequate medium for the spontaneous
sketchy arrangement of compositions. In spite of the subject matter, the abstract ele-
ment in the work of art appears inevitable, because the metaphysical side of art can be
expressed more effectively through symbolic abstraction. Abstraction cannot exclude har-
mony, balance and rhythm, for without these abstraction becomes total emptiness. Tech-

_ nically these three elements are more easily and quickly obtained by arranging or rear-
ranging patterns of cut colored paper than by painting, particularly in spontaneous
sketches. Beside technical facility, the natural quality of different materials adds a much
more vital effect to the collage than would an ordinary painted pattern in colors. I was
particularly preoccupied with the relief collage (Plates 41, 42).

From 1912, in my sculpto-painting and construction, I used the principle of collage
but attached patterns of flat materials in different diagonal positions in relation to the
background and interrelated them with the round elevations of bent sheets of metal.
Thus I obtained vital effects of natural lights and shadows (Plates 64, 74). I also bent
wire to outline the shape of space (Plate 63).

It should be emphasized that my sculpto-painting and constructions are derived
from ancient inlays; but because I have more complex problems which are insoluble by
the flatness of inlay or of ordinary collage, I have been obliged to arrange my planes in
such a way so that they are almost detached from the background and extend into space.

However, the collage as it was developed in the second decade of this century by
other artists, I found usable only as a preliminary sketch, from which I constructed a
cardboard model and used it as a pattern for cutting the final material. By combining
different materials I thus produced objects of new esthetic-stylistic quality, containing
space, the concave, transparency, a variety of textures, colors and forms. This method
of assemnbling different materials, considering their textural quality and the effectiveness



of their nature in significant order, resulted in a method now known as Constructivism.
(Quot. 46, 58). In sculpto-painting, flat patterns overlap, one layer over another, to pro-
duce depth, and this becomes an element of perspective (Plates 49, 52, 57).

Chapter XX111
PAINTING
(PLATES 275-289)

In making paintings I cannot avoid expressing three-dimensionality by amplifying
light and shadows on the conceived forms. I often express depth also by contrasting
color values, by texture and by overlapping patterns. My painting is sculptural, even in
cases where I use geometric patterns. I do not flatten them on the surface of the canvas,
but try to obtain the effect of depth by perpendicular positions of planes in relation to
the canvas. (Plate 289). 1 often do painting as a sketch for sculpture, construction or
sculpto-painting, and sometimes I paint from my sculptures. (Plates 13, 276-280).

Chapter XXIV
ARCHIPENTURA

REAL MOTION IN PAINTING
(PLATES 290-292)

(D1acram VII)
This invention was dedicated to Thomas Edison and Albert Einstein.

Since 1912 in Paris, I have endeavored to record the actual movement in a work of
art, and with this object in view I executed the animated construction entitled Medrano
(Plate 63). These attempts, however, did not bring the desired eflect. I again occupied
myself with the same idea in 1922 in Berlin, under the influence of the Einstein theory
of relativity. But it was not until 1924 in New York that I succeeded, after numerous
technical experiments, in accomplishing my object. I invented a new pictorial method
for the execution of real motion on the surface of pictures, and a special apparatus for
their demonstration.

Archipentura is a machine, conceived to produce the illusion of the motion of a
painted subject, analogous to slow motion in the cinema. I designed, built and patented
this machine in 1928 in the United States. Descriptions of this invention appeared in the
press, and some of the authors mistakenly used the word “Archipentura” for all my pro-
duction in art, including sculpture, painting, drawing and prints, without specifying that
this name referred exclusively to this machine.

This machine has a box-like shape. Two opposite sides of it are three feet by seven
feet. Each of these sides consists of 110 narrow metallic strips, three feet long and one-
half inch thick. The strips are installed one on top of another, similar to a Venetian blind.
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These two sides become the panels for the display of paintings. They are about two feet
from each other, and 110 pieces of strong canvas, running horizontally, encircle two op-
positely fixed strips. Both ends of the canvases are fastened in the central frame located
between two display panels (Plate 290). By mechanically moving the central frame, all
110 canvases simutaneously slide over all the metallic strips, making both panels gradu-
ally change their entire surface on which an object is painted. A new portion of specially
painted canvas constantly appears. This produces the effect of true motion. A patented
method of painting (Diagram VIII) is used to obtain motion. An electrical mechanism
in the bottom of the apparatus moves the central frame back and forth, and thousands
of consecutive painted fragments appear on the surface to form a total picture. It is not
the subject matter, but the changes which become the essence and lie at the origin of this
invention. This machine was exhibited in 1928 in the Anderson Gallery in New York
and in the New School For Social Research.

LiFe aND PAINTING

There are three fundamental concepts of the reflection of life in art. One supposes
that life in the art of painting consists in fixing that which the eye sees. Another declares
that fixing the emotions on the canvas expresses life. The third theory holds that life in
art consists in the fixation of the painter’s logical conclusions which occur in the artist’s
cerebration,

I point out the new concept which does not exclude the preceding ones, but adds to
painting concrete energy, real motion. And since energy is life itself, Archipentura may,

" with justification, be termed “living painting.”

INTERPRETATION

Archipentura gives the entire spectacle of actual movements and utilizes it as a
means of interpretation of such manifestations of life as are intimately connected with
the passage of time and changes of forms and of space. It does so in such a manner that
movement in Archipentura appears as an element of interpretation as well as of creation
in general. It does not present merely an object, as in static painting.

MOVEMENT

Movement is a subtle language. It happens that entire races have their own parti-
cular movements. By movement we recognize the finest shades of character, education,
sense, desires, intelligence and individuality in man and in certain particulars in the
animal. We notice an endless variety of movement in different materials — light and
heavy; of variable elasticity, according to the character of their displacement; in liquids,
varying according to their consistency and density, their quantity and their displace-
ments; in machines, in plants and in all nature. Behind all these movements there is
hidden an infinitely rich material which may be utilized in Archipentura, just as the
artist employs an innumerable quantity of shades of color. Archipentura is capable of
painting the character of all movements.

Uncontrolled, senseless swing is as empty as the phrase written backwards. It is not
only the rhythm of the movement that produces psychological reaction, but it is the



actual change of one aspect into another that should contain spiritual character, both
creatively and esthetically significant. In my statue in Kansas City, I used the motion
of the sun, changing patterns of the lighted areas and those of shadows (Plate 188).

In the revolving statue it is the contrary; the effect of the changes of pattern occurs
due to the revolution of the statue itself. (Plates 189-192).

TIME

The amount of time and the velocity permit us to take account of the character
and sense of a given movement. In Archipentura the measure of time and velocity are
established according to the painted movement of the object; and their proportions repre-
sented on the changing canvas give us an idea of the object. Archipentura possesses the
means of representing on the canvas concrete variations of duration and velocity and is,
owing to this fact, connected with time and space. Up to the present time, music alone
has utilized time as an element of creation. Archipentura is a new form of art which uses
time and space. Archipentura thus “paints time.”

SPACE

Archipentura utilizes space as an element of creation. It is evident that Archipentura
also does not exclude the principles and conceptions of immobility as in static painting;
for example, the rhythm of composition, the equivalence of distance between separate
spots of colors, lines and forms.

It is true that one recognizes things by comparison. But comparison is possible only
by the simultaneous presence of several things. Archipentura offers the possibility of rep-
resenting, in the same point of space, consecutively different objects, movements, trans-
formations and displacements. Due to these consecutive appearances, comparison is pos-
sible. And by these comparisons, one may produce such effects and call forth such
impressions as would be entirely impossible in static painting. Archipentura appears as a
new form of art reproducing changes of space and of material.

The Einstein theory has had the greatest influence on my invention, not from the
scientific side, but because the ideas set forth by Einstein are indisputably in accord
with creation in general. I see in creation, as well as in the theory of relativity, the ex-
pression and the reunion of such psychological states as may be rediscovered in processes
of comparison, supposition, association and in the idea of infinity. Changes and move-
ments, calling forth a series of psychological processes, may be either emotional or intel-
lectual.

Archipentura, like art in general, has no direct tie with the Einstein theory, but it is
capable of expressing things of a higher order, things which, from certain aspects, un-
doubtedly are similar to the theory of relativity since they are four-dimensional. (Quot.
5, Plate 291).
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POLYCHROME

PLATES 1-38
TEXT CHAPTER VIll, PAGE 44



1 ARCHITECTURAL FIGURE, 1937.
Wood, polychrome, 36%" H. Perls Golleries,
Mew York.



2 OCEANIC MADONNA, 1957.
‘Wood, metal, mother of pearl
mesaic; 7’5" x 23",



CARROUSEL PIERROT, 1913,  profile.
Plaster, 234" H. Formerly colleclion Mog-
nell, Fi Now private coll Paris




4 CARROUSEL PIERROT, 1913.

Ploster, 231%™ H, Formerly colleclion Maog-
nelli, Florence. Now privote collechion, Paris.




5 PIERROT, 1942
Terra colla, 25 H, Private
colechon, Dormuadi, Germory




& SEATED FIGURE, 1913,
|Cubisl Period.] (Geometric, Concave ]
Bronze, 20" H,




7 CLEOPATRA, 1957,
Woed, bokelite, polychrome, 38" x 04",
Perls Golleries, New York.

B RED, 1957,
Wood, baki
Parls Galleries, Mew York.




10 BALLERINA, 1957.

9 OBJECTS ON THE TABLE, 1957. Bronze, polychrome, 16" H.
Wood, Polychrome, 25 x 17, Private collection, Hortford, Cann,
Perls Galleries, New York,

12 BIRTH OF VENUS, 1954,
11 ORANGE AND BLACK, 1957. Bronze, marble ond turquoise, 137 H.
;;Iicl'. u:od‘ metal, Bokelile Privole collection, Mew York;
" x 48",

also Cenneclicul.



13 FIGURE, 1938.
Oil, 227 » 24~,
from a sculplo-painting of 1911,




14 STANDING WOMAN AND STILL LIFE, 1919,
Sculplo-painting, papier-mache, wood, opprox,
12" » 16”. Private colleclion, London.




15 CONCAVE WITHIN CONCAVE, 1938.

Red terro cotio, 33% ™ H. (Polished.) Painled
middle section is double concave form,




MEDRANO I, 1914,

Consiruclion in wood, metal, gloss, 479%™ H.
Formerly collection Magnelli, Florence, Now
5. Guggenheim Museum, New York.



17 HEAD, 1936. 18 HEAD, 1935,
Terra cofte, 17" H. [Concave.) with poinied bronze, 2
Terro colta porlly mel




19 WALKING SOLDIER, 1917.
‘Wood; 46” high; small plosier
in the Tel Aviv Museum.



21 HINDU PRINCESS, 1954
20 JOSEPHINE BONAPARTE. 1935, Terra cotla, 527 H.
‘Waod, peolychrome, 517 H Waod, 1957




22 FIGURE, 1957.
Terra cotia, polychrome, 21 H.




23 DUALISM, 1954
Terra colla polychrome, 23" H.



24 QUEEN, 1954
Wood, 36” H.




25 WHITE, 1957.
Wood, bakelite, 377 x 43", Perls Galleries,
New York.




ARABIAN, 1936,
Terra cofla; also in oluminum, 24" H. 27 EGYPTIAN MOTIF, 1952,
Private collechons. Terra collo, pointed, on wood, 57" H.




28 YELLOW AND BLACK, 1932,
Terro-colta. 207 H,



29 RECLINING, 1922,

nze . Pri
collection, N_ Y.



J0 SEATED FIGURE, 1938.
Terra colla, polychrome, 27" H.




31 SEATED FIGURE, 1936.
Terra colta, polychrome, 147 H.




TWO FIGURES, 193é&.
Terra collo, polychrome, 247 H,
Univer: ol Minneopol




33 LEANING, 1944,
Terra cotta, polychrome, 20" H.
Frivale collection, Yonkers, N, Y




34 MEDITATION, 1938 35 WOMAN WITH FAN, 1917,

Terra colio, inlay, 217 H, Terra cotte, polychrome, 9" H,
Privale collection, New York. Privale collection, Ausiria.




36 STATUETTE, 1916.
Terra colla, polychrame, 18" H, 37 STANDING VERTICAL, 1935.
Private collection, Germany. Woad, polychrome, 43 H.




38 STATUETTE, 1915.
Tetra collo, polychrome, 24% H.
Tal Aviv Museum,



SCULPTO-PAINTING

PLATES 39-62
TEXT CHAPTER VII, PAGE 40



39 BATHER, 1917,
Popier-mache, painted, approx. 18" H,
Farmerly G. Falk collection, Geneva.



40 BATHER, 1915,
Malal, wood, painting, pencil, approx. 14" x
22", Philodelphio Museum, formerly W. Arens-
berg callection, Hollywood.



41

IN THE CAFE, 1915.
Woed, pointed. Private
colleclion, Germany.

42 STILL LIFE ON ROUND TABLE, 1916.
Weed, colloge. Private colleclion, Germany.



44 OVAL MIRROR ON TABLE REFLECTING
WOMAN HOLDING SMALL MIRROR, 1917.
Popier-mache, approx., 32" H, (destroyed)



STANDING WOMAN, 1919,

Popier-maché on wood, painted. Phillips Gal-
lery. Washington, formerly Katherine $. Dreier
collection.




46 STILL LIFE, 1920,
Fuiar—na( on wood, pointed. Yole Univer.
sity Art Gallery, Katherine 5. Dreier bequest.




47 IN THE BOUDOMR, 1915,
Wood, metal, colloge, painted, approx, 12" &
1 i hia M I Dr,

of A, ¥
Chrislion Brinton collection.




48 WOMAN IN ROOM, 1917,
Wood, pointed. Approx. 127 x 20,
Tel Aviv Museum.



49 STILL LIFE, 1914,
Papier-maché on wood,
pointed, opprox. 14" x 18",



50 STANDING WOMAN, 1920.
Popier-miche on wood, painied, 187 x 207,



51 SEATED WOMAN, 1919,
Popier-mache on wood, 14" x 26",
Privote collection, Germany,



52 STIL UFE, 1920,
Popier-mache on wood, poinied, apprex. 12
x 16", Formerly G. Folk collaction, i



53 FIGURE, 1920.
Papier-mbché on wood, opprox, 167 x 207,
Formerly Herwarth Walden colleciion, Berlin,




54 O©OVAL FIGURE, 1957,

Wood, hakelire, 437« 377
Perls Golleries, Mew York




55 FIGURE, 1915.
Papier-miche, melol, wood, poinled, opprox.
7' % 12", Private collection, Germany.



57 WOMAN, 1920,

Papier-mache on wood, opproa.
16" x 207 Privale collection, Berlin

56 WOMAN POWDERING FACE, 1916.
Wood, melol, painled oppros. 227 a 347
Tel Aviv Museum lormedy G, Falk collection,
Geneva.

58 WATER JUG AND GLASS ON TABLE, 1920.
Popier-mache on wood, eppron. 18" x 197



59 PITCHER, 1921.
Popier-mache on wood
opprox. 167 x 187,

&0 WOMAN WITH HAT, 1916,
Popier-maché on wood, approa.
14" x 207, Formarly Goliz Coll.,, Munich,



61 VASE WITH FLOWER, 1919.
Papier-mache on wood, opprox. 147 x 187,
Private colleclion, London,



62 STILL LIFE, 1915,
Wood, oppron. 17" 2 21",
Privole colleclion, London,




CONSTRUCTIONS

PLATES 63-74
TEXT CHAPTER IX, PAGE 46



12.
Three-dimensionol construclion in wood, gloss,
melal wire, poinied, J87 M,

Firs! exhibiled, Budopest, 1913, This was firsl
three-dimensional eonstruction inlreduced in
modern arl. Wire is uied to oulline o ipace
symbelizing shauider. On opposite side a
piece of gloss is suspended from o horizanial
wooden strip. On the glows o disc is poinled
symbolizing o breost, Diogonal position of
orm holding ball is movable, The three discs
end balls symbalite movemenis of juggler. The
Figure is kneeling. MEDRANOC Il is reproduced
in colar [P 16).




&4 HEAD AND STILL LIFE, 1916.
Reliel comiruction. Weod,
melol, convos, painted, 15" H,



65 WOMAN WITH FAN, 1914,
High reliel consiruchion in wood, gloss
convas, pointed, opprox. 227 a1 347,
G. Folk collection, Geneva, Switzer)




66 BLACK, WHITE, RED, 1957.
Wood, melal, 687 H.



67 STANDING WOMAN, 1918,
Reliel contlruction in woed,
painted, 18 5 22 Tel Aviv Museum.




68 WOMAN IN CHAIR, 1916,
Melal, wood, poinied, 18”7 & 22", Formerly
collection G. Folk, Genevo, Swilrerlond.




69 WOMAN, 1919,
Reliel construction, wood, melal
wite, pointed, cpprax, 12% = 167,



70 WOMAN IN ARM CHAIR, 1918.
Wood, metal, painted, 187 x 26"
Tal. Aviv Museum.



71 TWO WOMEN, 1920,
High reliel construction
in wood, metol, painted. 5 H,



WOMAN, 1923,

Relief construction in wood, copper, brass,
new silver, poinied, oppros, 557 H. Yele Uni-
vertily Art Gaollery, formery Katherine §.
Dreier collection,



73 VENUS, 1954, 74 STANDING FIGURE, 1917.
Relief consiruction, &’ H. Wood, Rulief construction, Wood, melal, polychrome,
molher-of-peard, mosaic. 15" x 457, Private collection, lialy.



THREE-DIMENSIONAL SCULPTURE

PLATES 75-134
TEXT CHAPTER X, PAGE 47



75 Daring World War 11 thrar works were sent by 8 Geroan
valleetor to the Tel Musrwin for iemporary consrvation.
Alier the war they were moved to London




F7  RECLINING, 1911

Bronae, chromium  ploted. Formerly Morie
76 NEGRO DANCER, 1911. lourencin  colleclion. Replica in Tel Aviv
Bronze, 187 H, Privote collection. Muteum,




78 SHKETCH FOR CEILING, 1910,
Ploster, 30 x 307,

Privole collection. Germony.

79 REPOSE, 1910.
Marble, 14" H, Essen
Museum, Germany,



81  NEGRESS, 1910.
Cemenl, aprox. 177 H.J
Frivote collection, Germany.

80 TORSO, 1909,
Plaster, oppron. 50" H.



83 GROUF, 1933
Terra colta, 167 A

82 WOMAN AND CHILD, 1909.
Plosier, 40" H. ldestrayed].

B4 COMPOSITION WITH TWO FIGURES, 1912,
Plaster, approx. 147, Private collection,
Germany.



86 BABY, 1909
Cement, opren. 207 H,
Private colleclion, Germeny,

87 WOMAN, 1909,
85 THE KISS, 1910, Stong, 217 H. Privale
Flasier, opprox. 48" H, coliection, Bedin.



88 FLYING, 1957,
Bronze, 12 H. Perly 89 WOMAN IN FUR, 1954,
3, Mew York, Bronze, 13" H.




90 BATHER, 1912. 91 GIRL, 1935,
Cemeni, opprox, 40” H. Formerly ceollection of Terra colte metolized wilh bronze,
Herwarth Walden, Berin. opprox. 287, Privale collection, Chicogo,




NATURALISM: rexr crapter x, pace 48

92 WALKING, 1925,
Bronze, 227 H.



93 YOUNG GIRL, 1976,
Branze, opprox, 107 H.
Privale collection, Mew York,

94 DIANA, 1925, 95 WOUNDED, 1925,
Bronze, opprox. 237 H Bronze, 10" H.
Private collection, Ncw York. Privote collection, Hollywood.

96 KNEELING, 1930.

Bronze an marble, 157 x 24", Miomi Museum,

Perls Galleries, also privete collection, New 97 MELANCHOLY, 1931,
York.

Lead, 10" H.



99 Ma MEDITATION, 1935,
Terra cotla, melalized with bronze, 12 H
Privale collcction, Jersey City, N. 1

98 SEATED FIGURE, 1909,
Bronze, 227 H. Museum of Modern Art.
Stockholm, Sweden,

100 HEROICA, 1933
Terra colta, opprox. 14" H.
Privale eollection, Monireol.



101 OLD DUTCH FISHERMAN, 1942,
Blue terro cohio, 16 H.




104 EAMILY LIFE, 1935

Terro colla (fragment) 18
Second version.

FAMILY LIFE, 1912.

Plaster, 4" H. Exhibited in 1913 in Armory
Show, Mew Yok Destroyed in World War |
in Paors.

103 sAI.DME' 1910. Ponlcurd ornouncing Armery Show, 1

MN.Y., often reproduced as documenlary n
Cement, J' H. Exhibiled 1913 Armory Show, dial in connection h lhe introductiof
Mew York. Privale collection, Peris. Americo of madern Euvropean Arl,




106 SUZANNE, 1909
Sione, approa. 18° H. Posodena
Museum of Arl, Colifornio




107 GROUP, 1933,

Falished terra collo, oppros. 207 H

o PSS




108 SEATED FIGURE, 1936

Terra colla, opproa. 36 H,
Privale colleclion, New York,




109 ROSE TORSO, 1528,

Ceramic on mosoic bockground, approx. 14
» 237, Formerly colleclion of Josef Yon Siern-
berg, Hollywood.



110 MmA MEDITATION, 1932.
Bronze.

collection, Jersey City, M. ).




111 SEATED, BLACK, 1936.
Belgion block marble, 21 Y
Frivate collection, New York.




112 BLACK SEATED TORSO, 1909
Bronze, 12" H, Private collechon, Mew York.







114 DANCER, 1957
Bronze, 14" H, Pers Gollgries, New York_



115 SEATED, 1935,
Marble, approx, 237 H
Private collection, New York,




116 DIASONAL TORSO, 1937
hed terra-calla, 26" long.

collection, Wilminglon, Del

117 RECLINING TORSO, 1922,
Ceramic, Brooklyn Museum.
Also private cellection, New Yark,




118 TURNING TORSO, 1922,
Maorble, 197 H,
Philadelphic Museum.




119 MOSES APPEALING TO GOD, 1939.
Camposiion similar te stucce, 74" H
Deswoyed




120 LA MER DANS LES ROCHES, 1911

Plasier, approx. 32 H,
Formerly collection of F. Leger, Pans




121 DRAPED WOMAN, 1911,
Bronze, 22" H.
Pecs Golleries, New York.




122 WAKING, 1957.

Bronze, polychrome 19 H.
Perls Gollery, New York,




123 POET, 1909.

Terra cotta, 13 H. Collection
Fritz Bienert, Dresden.

124 GOLD AND BLACK. 1957.
Bronze, 8% " H.
Private collection, Texas,
and Perls Gollery, New York.

125 ISLANDER, 1958,
Bronze, polychrome 327 H.



126 WOMAN WITH HAT, 1954,
Bronze, 147 H.



127 ESPAGNOLA, 1957,
Bronze, Palychrome, 14" H_
Privale collection, Philadelphia.




128 SEATED WOMAN, 1911.
Plaster, aprox. 23" H. Privale
collection, holy. Ao Tel Aviv Museum.



129

HERO, 1910.

Formerly colleclion of Hons von Gar.
vens, , G y. Remodeled in lerra
cofta, 1935, Mow in Dormstodl Museum,
Germany.




130 LYING FIGURE, 1957,
Bronze, 147 H.
Private colleclion, New York

131 FIGURE WITH HAND ON SHOULDER, 1921, 132 BATHER, 1929.
Ploster, 407 H Bronze, 277" H
Private collechion of Fronkfur o M, Germany Privale collection, New York.




133 MOTHER AND CHILD,
Block morble, opprax. 157 H.
Private collection, Cologne, Germony.




134 FRAGMENTARY RELIEF, 1959
Bronze on marble, 14" & 247,




GEOMETRIC SCULPTURE: CUBISM

PLATES 135-143
TEXT CHAPTER XII, PAGE 48



135 STATUETTE, 1914,
Terra-colla in two colors, 277 H,
Tel Aviv Musevm
Secend version in bronze



136 WOMAN STANDING, 1916,
Branze, 24 '™ H. Privale
« ion, Barcelona.




137 BOXERS (front view), 1935.
Terro colto. Secand version, Collection
Peggy Guggenheim, Venice.




REAR VIEW

138 BOXERS (reor view), 1914,
Ploster, 217 H. Formerly Mognielli colleclion,
Florence, now 5. Guggenheim Museum, New
York.




140 SILHOUETTE, 1913,
Bronze, 18" H. Third version,
tormerly colleclion af G. Falk, Geneva.

139 SILHOUETTE, 1910.
Terro-cotle, opprax. 13" H.
Privote collection, Germany.



Sometimes | sculpl @ new version of the some
statue offer considerable time has elapsed. Of
course, in modeling Ithe some problem the
forms are nol as mathematically sxact os if
they were cast from the some mold, However,
on ol versions | prefer to keep the date of the
firsi, since | wani lo conserve the chranclogy
of the idea The particular stylistic and crea-
tive approach | use equally in all versions un-
less changes are purpotely made.

141 SILHOUETTE, 1910
Bronze, chromium ploled, 177 H.
Second version, Darmslad! Museum.



142 GONDOLIER, 1914,
Bronze, 86" H
Perls Golleries, New York,

143 STATUETTE, 1914.
Ploster 30" H. Tel. Aviv Museum.
Formerly G. Folk collection.



CONCAVES

PLATES 144-168
DIAGRAMS 111, IV, V, VI



“Thus, the problem of knowledge
is complicated, and possibly made in-
soluble, by the idea that order fills a
void and that its actual presence is
superposed on its virtual absence.”

Henri Bergion, Creative Evolution, Henry Holl
& Co., New York, 1913, p. 274,



144 SEATED FIGURE, 1916.
Terra calla, opprox. 14™ H.
D dorl Museum, G




145 WOMAN COMBING HER HAIR, 1915. 146 WOMAN COMBING HER HAIR, 1915,
Bronze, &' H. Private colleclion, Mew York. Bronze, 137 H. Muievm of Modern Arl, New
Also Perts Golleries, Mew York, York,



148 WOMAN COMBING HER HAIR, 1913,
Terro colta Privote collection, Germany.
|Second title, Sioivelle |

147 WOMAN COMBING HER HAIR, 1915,
Bronze. Private collechon,



149 — 151 BROWN AND WHITE, 1942.

Mannhein Museum, Germany,




REAR VIEW

In these three-dimensionol statues the concove
used arcund the eatire figure, un-
statue 147 where concove
fronial.




152 EGYPTIAN MOTIF (detail), 1917,
Foience, Posodeno Museum, California.




153 EGYPTIAN MOTIF, 1917. 154 STANDING FIGURE, 1916,
Faience. 12" H. Pasadena Brenze, 12" H. Privale colleclion,
Museum, Caolifornia. Oslo, Norway,



155 TWO FRIENDS, 1933,
Mexicen onys, oproa. 217 H
Private collection, Conneclicul.




156 TWO FRIENDS.
{Profile]




157 FIGURE, 1936
Terra colta, 20” H. Morlhweslern
University, Evansion, llinais.



158 SIVER TORSO, 1931.
Chromium ploied bronze, 34" H,
Hanover Museum, Germany.



159 FIGURE ON BACKGROUND, CONCAVE,
1954,

Alyminum, 19" H.




i the source of ligh! come: from the ploce
where the spectotor is standing, the highest
elevotion os well os the deepesi covities will
be equally illuminated. This produces the opti-
cal illusion which mokes the concave look like
the convex.

160 GRACE, 1930.
Bronze, chromium.plated, opprox. 26 H, Pri.
vole colleclion, Jersey City, M. J.
Also  Museum  of Weslern  Arl,  Moscow
(formerly).



161 WALKING, 1926,
Terra cona, silver-ploled, 187 H,
Privete colleclion, Chicago.



162 WALKING WOMAN, 1937,
Terra colla, 22 H. Museum af
Cranbraock Acodemy, Michigon.



163 SILHOUETTE, 1934
Bronte, silver ploted, 14" H,



164 ORANGE AND BLACK, 1940.
Terra colla polychrome, 20” H.




165 MADONNA, 1936,
Marble, 30" H. Private collection,
La Jolla, California.




166 MADONNA,
[Profile]



168 TANAGRA MOTIF, 1915,
Bronze, 10" H. Formerly Josef von Slernberg
collection.

167 STANDING CONCAVE, 1942
Alumirum, 251" H.




MODELING OF SPACE

PLATES 169-181
TEXT CHAPTER XIV, PAGE 55



“Object, once annihilated, leaves
its place unoccupied; for by hypothe-
sisitisa PLACE, that is a void limited
by precise outline, or, in other words,
a kind of thing....”*

" Bergaon, Henri, Creative Evalution.
Henry Holt & Co., New York, 1913,



169 TWO BODIES, 1912,
Ploster, opprox. 40" H. Formerly
collection Herwarlh Welden, Berlin,




170 RED DANCE, 1913,
Weoed, appros, 48" H, Red colored sialue al-
tached to blue background, Formery collec-
tion Hans von Gervens, Germany,



171 THE KISS, 1911,
Plasler, 7' H.



172 DANCE, 1912,
Bronze. Private collection, Berlin. Reproduced
From English mogezine *'The Skelch.”



173 NUN, 1937.
Terra coita, polychrome, 30" H,



174 WALKING, 1912,
Bronze, 27" H. Denver Arl Museum,
also privale colleclion, Mew York,

175 WALKING, 1918,
Terea eolio, apprax. 24" H,
Privale collection. Second version.




profile

176 WALKING, 1935,
Bronze, approa. 24" H. Third version,
Private colleclion, New York,




178 GEOMETRIC FIGURE SEATED, 1920,
Terra collo, opprox. 24” H. One in Tel Aviv
Museum, one in privale colleclion, Germony.




179 STANDING FIGURE, 1920,
Hydrostone, &' H. Fronl and rear view,
Hessisches Londesmuseum, Darmsiadi, 180 REAR VIEW




181 SEATED FIGURE, 1936.
Terra colla, oppros, 18" H.




REFLECTIONS

PLATES 182-195
TEXT CHAPTER XV, PAGE 59



182 HEAD, 1913,
Bronze, 15° H. Consruclion wilh crossing
planes. Skeich for figure on opposile page.




183 WOMAN IN FRONT OF MIRROR, 1914
Wood, glass, melal and real mirror, 7° H.
(Destroyed)

Torso end head are reflected in o miror on
which still life ond o womon s right orm cre
pointed. The reflection on the surfoce of the
slalve produces o definite esthetic effect. The
work moy gain or lose ity effect depending
upon the surloce texture, lorm, and the degree
of polishing These three identicol figures vary
in their finishes ond thus produce different
impressions



184 TORSO IN SPACE, 1936.
Terto collo, melolized with bronze, 5 long,
Whitney Museum ol American Arl, New York,

Highly polished chromivm-plated finish, o g
medium which intensifies effect of light and
shodow. Addison Art Gollery, Andover, Moss ;
second in Unersity ol Oregon, Eugene,

Cregon.

On this bronze the sufoce reflects speciolly
arronged white ond block materials which
surround the figure. The general shope is om-
plified by the two conlrasting potterns ond
produces on eflect totolly different from thot
of the other two iNustraled figures.



185 TORSO IN SPACE, 1935,
Bronze, sotin fimish gold plated, 22% 7 long.
Private collection. Solin firishing iniensifies
form.

186 TORSO, IN SPACE, 1935,
Bronze, 22% " long.



187 LEDA WITH SWAN, 1938.
Polished, gold.plated, bronze, 13 H,
colleclion. Also Perls Galleries, Mew York,




188 IRON FIGURE, 1951,
14" H. Construction wilth cressing plones, foc-
ing south. The patlerns of lighl ond shadows

change with the movement ol lhe sun. Twa
identical stolues d ing o Uni-
versily ol Konsos City, Missowri.




189-192 REVOLVING FIGURE, 1956 four views
Wood, molher.of.pearl, for
Four views, Consiruclion







193 WOMAN STANDING, 1920,
Metal on wood, canvas background, 7° H.
Farmerly collection Gearge Folk, Geneva, now

Tel Aviv Museym. Eshibiled in Poris in Sec-
tien D'Cr group, described by Ivan Goll
GQuon. 16).



194

HEAD, 1914,

Wood, melal, gloss, painted, opprox. 227 H,
Construction is inslolled in center of a disc,
Background is a niche of highly polished benl
metal, refleciing multiple spols of differeni
colors painted on bock of plones. Head ilself
is done with four superimposed plones of dif-
ferent pallerns, some in gloss, some in

Desirayed during Warld War | in Poris.




195 GRACEFUL MOVEMENT, 1923,
Brenze, chromium plated, 17 % " H.
Privale collection, New Jersey.



MODELING OF LIGHT
AND TRANSPARENCY.
CARVED PLASTIC

PLATES 196-204
CHAPTER XVI, PAGE 60



196 RELIGIOUS MOTIF, 1948.
Carved plosic, iluminaled from within, 517 H.




197 ASCENSION, 1950.

ed from within, 58" H.




198 ONWARD, 1947,
Corved ploshic, illuminated from within, 287 H,



199 THE MOON, 1947.
Corved plastic illuminaled from within, 12" »

129%™




200 SPIRIT, 1957.
Corved plemigloss, illuminated from within, 96
H. Frivete collechion in Hallyweod,




VERTICAL, 1947,

Modulation of light, Iransparency, spoce ond
concaves; plastic, 34" H. with base. Private
collection, New York,




202 PEOPLE, 1952,
Meovoble wall i tronsporent carved plashe,
illyminated fram wilhin, 7" H Private collec-
tion, Chicoga.






203 SEATED FIGURE, 1947, 204 SEATED FIGURE, 1947,
Plastic 37" H. Muminated from within, Plastic, 37 %™ H. Daylight.



LINE

PLATES 205-224
TEXT CHAPTER XVII, PAGE 61



The omplification of the frontal view ™
of this sculpture 15 achieved by the re-
duction of the profile ta o very norrow
shope. For a further explanation of
these two illustrations, see Chapter X
on THREE-DIMENSIONAL SCULPTURE.



profile

205 206 FLAT TORSO, 1914,
Bronze, 167 H. Philadelphia Museum of Ar,
Tel Awiv Museum Front view and profile.
Private collection.




208

THREE FIGURES,

Modeled ot difflerent lim

Smollesl, opprox. 18" H., bronze, 1918,
vale colleclion, New York.

Larger, 23" H., bronze, 1¥19. 5. Guggenheim
Museum, New York, and Tel Aviv Museum.
Third, 63" H., aluminum, 1956. Private collec.
lion, Greenwich, N_ Y.

Also Corocos, Yenetuelo.




210 RELIEF, 1937, 211 ROUND TORSO, 1936.
Alumingm, 23 % " » 9 Terro colla, polished, opprax 5 H.
. . Privale collection, Chicogao.




212 ESPAGNOL, 1942,
Terra collo, inlay, 14% " H.




214 LEANING FIGURE, 1935,
213 YOUNG GIRL, 1936 Terra colta partly metalized with silver, 18" H,
Terra colla in twa calars, 20 H. Privale cellection, Chicogo.




215 KNEELING FIGURE, 1935.
Terra coMa, polished, 264%™ H,
Privale colleclion, Philadelphio.




216 CONVERSATION, 1936,
Terra collo, polished, opprex. 117 H.
Privale collection, Mew York,




217 DIGNITY, 1936, 218 THE BRIDE, 1937.

Light terra colla, polished, 4" 27 H. Terra cola, opprox, 38" H.
Privale collection, Mew York, Seattle Museum ol Art,




profile

219 220 HOLLYWOOD TORSO, 1936,
Terra colla, polished, approx. 5° H,, franl and
profile, Privale collec




221 WHITE TORSO, 1916.
22" H.,

replica, One in bronze lormerly
Kronprinzenpalas!, Bedin. One in Marble Arrs
Club, Chicago; olie Fine Ar Associalion,

Phoenix, Arizono.




222 FIANCEE, 1936
Terro cotia, 19" H.
Privcie collection, Mew York




223 WALKING GIRL, 1930, 9224 SEATED, 1939.
Bronze, gold plaled, 177 H. Terra colte, polished, 16" H,
Honoluly Musewm. Private collection, Sialen lsland, M. Y.




MULTIPLE INTERPRETATIONS OF HEAD

PLATES 225-229
TEXT CHAPTER XVIll, PAGE 62






PORTRAITS

ANGENCA ANGEUICA Secretary of Siote MISS MARY EINSTEIN
PMouer, 1921 Flaver, 1921 CHARLES EVANS MUGHES Bronze, 1913
¥
ANGEUCA ANGELICA ANGELICA ANGELICA DA WICHERT
Bronce. 1925 Plaster, 1923 Marble. 1925 Pluster. palyrhiame Bronie, 1922
Lenpasg Mureum, {15 Mornheim Mutewm
Gevmany
THORNTON WILDER TARAS SHEWCHENKO WILLEM MENGELBERG.

Bronza, 1718

Manument, Clevaland, Ohio
Brarae, 1933

Senater
MEDILL MCORMICK
















PORTRAITS

PLATES 230-239
TEXT CHAPTER XIX, PAGE 62



230 PORTRAIT OF ARTIST'S WIFE, 1925,
Bronxe, 7 H., lormerly colleclion of Josel von
Sternberg, Hollywood, Replico praperty of the
orlisl,




231 PORTRAIT OF ARTIST'S WIFE, 1922.
Plaster, palychrome, opprox. 35" H.



232 ANGELICA, 1925.
Voriolion Mo. 8. Bronxe, 14" H.



233 ANGELICA, 1950.

Ink, pencil.




234 PORTRAIT OF ARTIST'S WIFE, 1921.
Marble, 20" H, leiptig Museum. Original in
plaster, Arlisl's properiy.



235 ANGELICA, 1925.
Ploster, 14" H.




236 PORTRAIT OF MRS. KAMENEV, 1909.
Sione, 20" H. Sioediischen Galerie,
Honover, Germany




237 PORTRAIT OF WILLEM MENGELBERG, 1925,
Bronze, oppron. 28" H. Formerly Kiev Muse-
um, replice in Rotterdam,




238 PORTRAIT OF WILHELM FURTWAENGLER,
1927,

Bronze, opprox. 36" H. Darmalad! Museum,




239 PORTRAIT OF DR. FRITZ WICHERT, 1923,
Bronze.
Museum Manheim.




DRAWING

PLATES 240-262
TEXT CHAPTER XX, PAGE 63



240 WALKING MAN, 1919. 24) SEATED FIGURE, 1919,
— ink and pencil. Ink and pencil.



242 SEATED FIGURE, 1923.
. Ink, Privale collection, Karlsruhe, Germany.




243 WALKING, 1958, 244 TWO FIGURES, 1950,
ink. Pencil and ink.



246 TWO FIGURES, 1913
245 SEATED FIGURE, 1913. Lithograph. Reproduced in Lacerba,
Lithograph. haly, 1914,



247 RECLINING FIGURE, 1949,
Gouoche and pencil.

248 DRAWING FOR STATUE “THE KIS, 1914,
Blue ond while pencil,



249 THREE FIGURES, 194%.
Govoche and pencil.

250 MONGOLIAN, 1949, 251 TWO FIGURES, 1950.
—  Coloredink. .. Pencil and ink.




252 WO, 1913,
Pancil. Private colleciion.



253 BATHER, 1921.
Pencil. Univarsity of Michigan Mussum of Art.




255 PORTRAIT OF FRENCH PAINTER
LE FAUCONIER, 1912

Black and while pencil,

256 BLUE FIGURE, 1948.
Blue ink and gold leol. 257 SEATED FIGURE, 1948.
Privale colleclion, Indiona, Pa. Ink and pencil. Privale collection, Hollywood.

254 SEATED FIGURE, 1952.
Tempera and pencil,




258 ETERNAL DREAM, 1948,
Ink. Privare collection.

MOON LOOKING AT EARTH, 1945
‘White and blue pencil
Collection Omoha University,

260 PHWOSOPHER'S STONE, 1941. 261 TORSO IN SUNSET, 1937.

Govoche ond pencil. Privale collection,

Pencil. Privote collection, Kansas Cily. Washinglan, . C.
‘@shinglan, L. L.




262 TWO FIGURES, 1911,
Pancil. Private collection,



SKETCHES

PLATES 263-270
TEXT CHAPTER XXI, PAGE 63



263 SKETCHES, 1932-1935.
Those with orrow are execuled in sculphure.



264 SKETCHES, 1932-1935.

Those wilh arrow are eneculed in sculplure.



265 SKETCHES, 1932-1935,

Those with arrow are eseculed in sculpture




266 SKETCHES, 1932-1935.




267 SKETCHES, 1932-1935,

Thase with arrow are execuled in sculplure.










270 SKETCHES,

Thaose wilh arrow ore execule d in sculplure.



COLLAGE

PLATES 271-274
TEXT CHAPTER XIl, PAGE 64



COLLAGE, 1913,
Paper,




272 COLLAGE, 1954,
Perforated surfoce, wood, melal, 187 x 28",

273 COLLAGE, 1953,
Perloroted surfoce, wood, poper, 187 = 28",




274 COUAGE, 1913,
Poper ond govoche, 18% " x 127
Museum of Modern Art, Slockholm,




PAINTING

PLATES 275-289
TEXT CHAPTER XXIll, PAGE 65



275 TWO FIGURES, 1954,

. D idorf Museum, G




276 SEATED FIGURE, 1916.

Sketch for sculpro-painting. Waler color.
Privole colleclion.




277 WATER COLOR, =
Sketch for sculplo-poiniing, $% " = 12%".




WATER COLOR SKETCH FOR
CONSTRUCTION, 1918.

Collection Yale University An Gallery, Bequest
of Kotherine 5. Dreier.




279 SEATED WOMAN, 1
Skeich For sculplo-painling. Waler caler. Cour-
lesy of Yole University An Gallery.




280 TWO FIGURES, 1917.
Waoler color sketch lfor sculplo-pa
lection of the City ol Duesseldorl, Ciern-ay




281 HEAD, 1935.

Gil. Ukranian Museum, Lweow,




2B2 AFRICANA, 1937 283 HKNEELING, 1939,

Gouvoche ond colored pencil. Gounche and colored pencil.
Museum of Brt, Omoho, Nebroskn Private colleciion, N Y.

284 WHITE, GRAY AND YELLOW, 1938

Gouache and celored pencil
Privale colleclion, New York




285 ORIENTAL DANCER, 1935, 286 KNEELING, 1938

Gouache. Privale colleciion, Mow Yark. Gavache and penal Son Anfonio Museun
al Arl, Texas

287 TWO, 1918,
Waol

color, Private collection, Germony.




288 WATER COLOR, 1922
Sketch for sculplo-pointing.



289 FIGURE, 1917,
Oil, 24" » 30" Frivale collection, New York.




ARCHIPENTURA
MOVABLE PAINTING

PLATES 290-292
DIAGRAM Vill
TEXT CHAPTER XXIV, PAGE 65



290

il

PATENTED MACHINE FOR
DEMONSTRATION OF CHANGING
PAINTING, 1924,

Under 110 torizontal sirips of metal there is

lled a hani that ¥
moves 110 convases. The leli side of the op-
poralys shows a piclure in o stolic moment_
The right side shows an entirely differen! sub-
ject, entitled " Miracle."




128487

292 Diagram VIl

PATENTED METHOD OF PAINTING.
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1810
1912

1913

1851

APPENDIX
1. BIOGRAPHICAL CHRONOLOGY

Bomn in Kiev, Ukraine.

Studied peinting and sculpture in Kiev Art School.

First one-man show in & town in Ukraine. Went to Moscow, worked and participated in different group shows.
Went lo Paris, sludied for a short time at the Eccle dea Beaux Arts, then continued the study of art in
‘museums, and exhibited in many group shows.

Opened own achool in Paria.

Introduced new ssthetic el ts into sculp! deling of space, concave, transparencies, constructions,
sculpto-painting.

One-man show at Hagen Museum, Gerreany; Berlin at Der Sturm Gallery; other German cities; participated
in lamous Armory Show, New York.

“Traveled extensively; exhibited and lived in many Eurcpean cities.

Lived and worked in Nice; returned to Paria.

Large one-man show in Biennale Exhibition, Venice.

Married Angelica Schmitz, & German.

Lived in Berlin; opened school of art.

Cama to the United States; opened school in New York; began to exhibit throughout the United States.
Invented mobile painting known as “Archipentura *

Became an American citizen.
Taught in summer sessions, Weshi University, Seattle, Washingt
‘Took up resid in California and exhibited in several Weatern citiea.

Maoved to Chicago; opened school of art and also taught in New Bauhaus School of Industrisl Art.
Returned to New York; re-opened school as well as summer school in Woodstock, New York,

Gave §9th onc-man show in New York at Associaled American Anstisls Gallery, exhibiting hia invention in
sculpture: modeling of light (carved plastic).

Teught in University of Kansas Cily, Missouri.

Made lecture tour of southern cities of the United States.

Taught in Washington University, Seattle and University of Oregon, Eugene, Oregon, and the Univemity of
Delaware; held 100th one-man show in Dallas, Texas M also exhibited in South Ameri

Held 110th one-man show at Associated American Artists Gallery, Mew York.

‘Tour of one-man show in six German cities.

L1fth one-man show at Perls Gallery, New York.

Angelica deceased, December B, al the age of 65.




QUOTATIONS

NAMES OF AUTHORS QUOTED

Names of Authors

Apollinsire, Guillaume
Auerbach, Arnold

Buarr, Alired H. Jr.,

Basler, Adolphe
Bergson, Henri

Berliner Bocrsenzmitung
Bittermann, Eleanur
Blakshear, Kathlven
Bulliet, C. ..

Burchard, Dr Ludwig
Casson, Stanley
Cendrlnl. Blaise

s

Sheldon
ey, Sheldon and Martha
Daubler, Theudur
Duchamys. Muwl Yale University
Der Sturm
Giedion- Wﬂrlnn Carola

Gall, Fvan

Gueynen. Pierre
Halle, Fannina W,
Hartlauh, Dr. G. F.

Hekter, Maxim
Hildeheandi, Prof. Hans

..‘mﬂ-nmg Amold
Moholy-Nagy, Laszlo

mum Luke

Place of %muﬁ'nn

Publicalion Year umber
Paris 1914 ]
London 1852 17
25
New York 1906 48
New York 1935 kL)
1823 28
New York 1913 El
68
62
Berlin 1822 56
New Yark 1952 .- 47
“hicage 1947 46
5
M
New York 1937 1]
Hannover g2z 55
Unxford 1 13
1918 1
New York 1932 26
London 1936 .. 49
Berlin 1520 ... 59
Polsdam 1921 2
Haven 1950 . B
Berlin 1813 58
San Francisco 1951 a7
New Yark 1926, 1896 50
Zurich 15
New York »
Paris 16
Potsdam 66
Potsdam 21
Paris 67
Vienns 3l
Mannheim 2
. 57
.. B4
Berlin 20
Potada 14
Berlin 70
Ottaws a2
Lvov 12
New York 71
Venice 64
Vienna 1
Munich . 43
Berlin 53
Munich 6
New York . gg
Nw‘ﬂrk 1]

rhi
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CONCERNING QUOTATIONS

“I'hes 1% nut w0 enticism of critics, who for Aty vears have variousdy analyzed my work. The purpose of intrs
ducing guotations in this book is 1o show the diversity of characier and guality of several criticisms in oelation (o
particular problem in some particular work. This will give the reader a chanee 1o find for himsell the d or in
the churacler of analysis. Such comparison may also clarily  beltee the diverse content of my  works which ane
abundant in spiritual and technical realization.

2. QUOTATIONS

No. 1

KARPFEN, FRITZ. GEGENWARTKUNST. RUSSLAND. VIENNA. VERLAG LITERARIA. 1921

“Archipenka's creations derive [rom the original forms of the universe. The pure, most elemental crystals, cubes
and prisms beeome the building stones for his works, He represents the abstract, the eternal which consistenlly avoicls
all unimportant accidenlal occurrences.”

No. 2

HARTLAUB, DR. G. EXPOSITION RETROSPECTIVE. MANNHEIM KUNSTHALLE, 1822,
“Archipenke slaris from nalure. What moves him is not only Lhe inner architeclure, in Lhe living alss he fecls
the cosmic nucleus. For him nothing is dead, inanimate or Trozen in spirit.

No.3

SPRINGER, ANTON, AND OSBORN, MAX., DME KUNST VON 1800 BIS ZUR GEGENWART. LEIPZIG. AL-
FRED KROENER VERLAG, 1920

Mo remnant of the illusion of actuality should chstruct the pure imagination of corporeal existence and ils
myslic greatness. The influence of Archipenkn proved extremely strong. His severe sbsiraclions [ascinated the young
generation of sculplors who wanted to give new thoughl to the laws ol their mrl™

No. 4

OSBORN, MAX, HISTORY OF ART. BERLIN, ULLSTEIN, 1920,

“In modern painting and sculpture, the perceplible and realistic ||rmt1p1n am ahandened and a new idea leads
inla the construction of the spiritual, The lounder of this wag Al hipenka, With all the consis-
tency of his great arlistic personality, he is sirving to show in Lhe subslantial hody nothing but ils construclive law
and ils function,”

No. 5

BULLIET, C. J. APPLES AND MADONNAS. CHICAGO, PASCAL COVICI INC.. PUBLISHER.® 1927

p. 164: “He has been Lhe subject of much critical discussion—mest of which turns cut ullimalely Io be wrong
or partially wrong. Cr{lmm mks o phsll’y—la pigeon-hole. Archipenko, a volcano of crealive genius, inevitably
bhursts (he walls of his cl to [ hia niche so nicely prepared for him in the archives of
the savants,

“‘Cubist’ he has been called, and is so designated in the already formal histories of the modern art movements.
‘Cubist,” however, he is not—any more than Picasso, inventor of ‘Cubism,' He has experimented in the geumetrical
technique of Lhe most vilal arl movemenl of modern times and has preduced ‘Cubistic’ sculplure wilhoul a peer.

“But Archipenko has passed Lthrough the ‘Cubislic’ experiment, emerging with a power of expression he could
have acquired in no other way."”

* Used by msion of Crown Publish Ine.




p- 165 "As early s 1910, he did a ‘Salome’™ (Plare 107) with legs chopped off sbove the knees and without
hands. The lace is stony and expressioniess. Yel the figure is on fire—ihe terso of a dancer, wilh all the rhyihmic,
sensunus grace that provoked the most Leerible tragedy, excepl one, in Christian annals. Regnaull's famous painling
in the Metropolitan Museum, with all of its fash of dark eyes und raven hair, naked Teel and gaudy Oriental mbes, s
only clap-trap melodrama in comparison.”

p. 167: “He is the son of an inventor who was L | engi aL Kiev University, in Ukraine, and has in-
herited much of his [ather's talent for mathemalics and his shill in the construction of ml'cl\amﬂl devices. His faiher
mapped out for him lhe career of an engineer, but by the Lime he was 16, Archipenko had grasped the relationship
hetween mathematics and arl. ag exemplified in the genivs of Leonardo da Vinci,

Mllhﬂlllliﬂ 'pulul and masl absiract of Lhr scienees, i nearly universally considered in our day ini

tional I . music and poetry. The philosaphers of old knew better. Their higl

conception, ‘the music of the spheres.” was the white hol focus of the inlellectually absiract and the emotionally
sensuous.”

pp. I6A, 169. “Enth Ami ol Archiy would place him omang the mythical dozen who grasp the
Einstein theory—perhapn at the head of the lint. since Archipeoko i ceediled by them with applying the Einstein
ll!ow_v tonrrl-loTy to !Inlunry—u tremenduous feal, if so. seeing how vague and lenously abstract s the Lheary.

plying o this sugg when hroughl Lo his allention, obserwd:

R § hnn & suspicion thal the theory of relativily was always hidden in art, but delﬂn wilh his genius has
made it concrele with words and units. | am eonvineed thal. thanks to Einslrin, ane can speak of arl as something
concrele: [ do not speak of works of art, bul of the myst 5 provess of ereal

“*1 had never spoken to anyone of this ciear awakening of reason and comprebension which the Einstein
theory brought forth in me.” . .

“If Archipenka derivwes [rom Einst frum the Tund of phy from which Einstein n]sn

ged—he has had inspiration. Lo, from the empyrean Lo which Bach harlwm-d when he cvolved his mysie
chords— music of the epherrs.’ [L was an [talian critic who first sensed the Bach analogy. The myslery of rhu
aculplor goes far derper than marble and chisel.”

p. 172: “In 1909, alter he had heen in Paris for aboul lws vears, Archipenko began o develop with assurance
the individualily that was to bring him inte sharp attention and Lo starl the turmoil which has not ceased and will nol
cease 85 long es his creative, invenlive powers remain feverishly active. He began to display with the Independents
and in the Aulumn Salen. His work was singled out for caustic

commenl and stormy controversy.”

No. 6 \

MARDERSTEIG, ARNOLD. “THE SCULPTOR ALEXANDEH ARCHIPENKO, A PIONEER IN MODERN
SCULPTURE.” D/IE KUNST, X, BERLIN, VERLAG F. BRUCKMANN, JULY. 1956, (TRANSLATED FROM
THE GERMAN.)

“The name of Alexander Archipenko i th hly familiar to g i of German arl-lovers [rom the era
before the first World War, It evokes memories of works of sculpture imbued with organically pulsating lile. despite
the coolnesa of their outline. Periodicals of the lwenlies. "lll‘]lllm for lTulure 1. reprodluced Archipenke's work
na the expression of modern arl. In G it af Archi ‘s wurk led 1o ils acguisition by pri-
vale German collections. Al thal time Archipenko, whe originally came [rom (he Ubraine, Jived and worked in Berlin.
In 1923 he emigraled lo the United Stales, as did many of hix compalriols. In 1928 he became an American citizen.
His marriage to a German aculp the groul trlaughter of the painter and masier of drawing, Bonaventurs
Genelli, is Lhe tie that still binds him 1o Germany.

“Decades passed and no works of Archipenke were shown in Europe. Then in the summer of 1955 a traveling
exhibilion was launched. Everywhere Lhis exhibition lell an impression of a strong. original artistic personality. The
artist is nol d wilh being identified with uny particular trend in art. Imporient Lo him is his artislic achieve-
ment, the unfolding of his creative powers and their ulmost expansion in the realm of arlislic possibilities.

“In the heginning, Archipenko found the path toward the realization of his artistic polentialilies very difficult.
Born in Kiev in 1887, he studied drawing a1 an early age. When he was 15 he aillended he ari schoal of Kiev. He

was obliged to lcave alter Lhree years because he rebelled against the all-too ] trend of the institution. Then
he came Lo Paris, the Paris of 1908, which was ﬂllﬂd wnlll the spirit of 8 new ap h lo the arl of painting—i
clastic cubism. Bul here, Loo, he found demi Jd.[ashioned. Along with the snti-academic Cerman ex-

pressionists, Archipenko sought and found slimulslion in visiting public exhibitions. Later he admitted: "My real
school was the Louvre, and [ stlended it daily,” Archaic sculplure inspired him lo such an extent that he m in
danger of yielding lo ite influence entirely. He derived nothing frum the great les of

He wrould not recognize Rodin’s supremacy in the Paris of thal lime: Maillal, who derived his tmpmhon frem the

depthe of the Mediterranean tradition, was (oo remote for this East European. The role of scul, in a world Glled
with the porlenis of approaching cmes m«t Inglsly problematical to An.-hnwnku Plastic art. long since detached
from its native soil, archil wes 1 jwed of its predestined place within the framewerk of confined

* Exhibiled al Armory Show, New York, 1913,

n



space. Sculpture was ohliged Lo make & place for itsell. This realization waa Lhe starting-peint of Archipenho's artistic

“He resolutely turned away from the model in order to achieve new arlislic expression by means of free forma
only remolely reminiscent of the human body. The resull was en unexpected influence which, like the revelulionary
painling of Picasso, was to reach far inlo the future. Generations of young sculptors, such as Jacques Lipchitz and
Henry Moore, followed in Lhe Lrail blazed by Archipenko. Plastic tation of space by means of the amission
of mass, the justaposition of volume and veid. of concave and convex resulted in new sculptural effects belter suited
than were traditional forms to modern rhythms of life and to the shift of interest io surface values. Archipenko’s sense
of form, purified by austere geometric compositions, turned more and more townrd a flowing outline combined with
& Irame-like solidity of structure. The choice of ials varied ding lo the expression he simed for. He combined
metals. He i i with glass, plexiglas, painted i and terra cotta for light and color effects.”

No. 7

‘GCZHACHT DR. ltC'I..-I\ND DER STURM, VERLAG DER STURM, BERLIN, 1923,

“In d loday's probl of modern sculplure, we must first of all menticn Archipenko. Not only is he
superior 1o his more or less gifled contemporaries in quality and spiritual form, he is also the most varied and cre-
alive sculptor. The strength of his inspiralion can not be betler proven than by the large number of his imitators.”

No. 8
APOLLINAIRE, GUILLAUME, L'INTRANSIGENT, PARIS, 1814,
“Since its founding, the Salon des Independents has played an ding role in Lhe develop of modern
art. . . In my opinion the moal gracelul of the lalest coniribulions are those of Archipenko, namely his polychrome
Iy of diff i glasa. wood. melal, which combine most happily in this new lorm of expression. . . .
No.9

RAYNAL. MAURICE. CATALOGUE OF ARCHIPENKC TRAVELING EXHIBITION IN EUROPE, 1920-21.
(TRANSLATED FROM THE FRENCH.)

“The pari taken by Archipenko in the i of I is I iderable. But
though this is incontestable, it is necessary for us to define precisely his nﬂenl.mon toward the artislic movement to
which he gave birth, . ., Sometime before the heric peried of Cubism, about 1910, Archipenko’s work still cted

dition, which is dable for one who is 20 years old.... Even though Archipenko’s intelligence has penetrated
eslablished trodition his hearibeat is in unison wilh his age. . . . Archipenko experienced. as it was proper for him o
dao, the poetic side of the scientific spirit of the 20th century. lmd this directed his feeling. . . . Archipenko decided that
the work of arl conslilutes s sorl of particular object in itsell. The werk of arl will be an arlistic fact and will be
wxactly what unmocmmlm callnlsw that is lo say, a totality of necessary relalionships. .o In
srveral [ the il s to arlists the efforl to synthesize, which gives a hardly
definable charm and makes one think of the binary numeration of the Chinese and of Leibnitz, which is impractical
in modern mathematics. Bul il serves as the key to the play of the spirit where greatest audacity is allied with the

seductiveness of the unknown, . . . The vigor, splendor and bold: of Archipenho's work is never without grace. And
the naive and complicated artist agsin and again aitacks difficulties, often without ditation, which he

by the science of crall hip and by i i There is great i i hﬂnwrlu hibited here, but the
st ing are his sculpt inti 8s he calls them. which are bly di - -« Sculpt inti
I d with diffs ials, glass, wood, metal, papier-mache, ete. . . . The resulls obtained by Archipenke
are grly seductive. The iti, oidm-mmhwdplmglmannpeclwimhumduldwmhn'm

of uulptme nOr a compromise I!lw!!n the two, but anclher thing. Indeed, the mixiure of the two media iv cleverly
used. . . . Archipenko gives to lighl 8 meaning that il never suspected, thal is to say, he invented a new light.”

No. 10
TERNOVEZ. B. PRESSE ET REVOLUTION, MOSCOW, 1827,

“One of the first revolutionists in French aculpture. who shook Lthe foundstion of the habitusl jon in
arl, was withoul doubt, Archipenko. ln the artistic researches of Archipenko, it is necessary to ses firsl his enﬂnltit
prutestation apainsl the b of which iled at the beginning of this cenlury. . . ."

No. 11

CENDRARS. BLAISE. A POEM. NICE, 1918. (TRANSLATED FROM THE FRENCH.)



THE HEAD
"The guillotine is the chel-d'oeuvre of plastic art
Its click
ereales Lhe perpelual movemenl
The whole world knowa Lhe egg of Christopher Columbus
Which was o Rat-fixed-egg. the egg of an inventor
The u:ul:ptute ol' Mt: penku iy the first ‘ovoidal’ ege

Like a stationary spinning.-lop
On its animaled point
Speed
Multicolored clouds crop up
Inte zones of color
Rolating intv depths
Naked
New
Tolal™

No.12

HOLUBETZ, NICOLA. ARCHIPENKO MONOGRAPH IN UKRAINIAN. LVOV, 1922,

T have the impression that the people who were disciplined hy ohjective history have said everything about
Arcllipenkn, which put him st the head of the new arlistic generation of Eurcpe and separated him from anarchistic
calls. . . . Not only wes he true 10 the idea of modern art, renouncing the realistic value of acluality, but he suc.
ceeded to replace old, used (in a dl’hlllnl way} melodien with his new ones, by conscientious ability of observing Lhe
law of ive and rhylthmi in ohjects. That is whalt has made him grest and strong. .
Gfrlmny. France, Elilhnd Spain, Italy. Switzerland, Japan, eic., all these couniries and people already had the op-

to be inted with Lhe i of Archipenho. Everywhere his name is pronounced with the same in-
terest, aa Lhe connoisseur pronocunces the name of the crealor of relativity, Einstein. In spite of the di vmliy in the
field of their end, . there is hi 1} and both rive to the top of modern intelleclualism. . . .

No. 13

CASSON, STANLEY. XXTH CENTURY SCULPTORS. OXFORD, THE CLARENDON PRESS, 1930,

p. 65: “The full genesis of this new siyle will not be apparent fur many years to come: contemporary analysis
is inveriably untrusiworthy and | do not propose lo make it. Bul from the history of the evolution of Archipenko's
“own style, we can at least guess what has been stirring. An aband of the ditional demic sysiem of pro-
portions, & free research into Lhe formal sculpture of the past, and a selection from various perieds of antiquity have
st last given modern arlisls & synthesis that is in no sense archaism or pastiche. Modern taste is in love with the
formal and, in a sense, with the ausiere. But il demands also grace and lightheartedness. Thus the fgures of
Archipenko, reminiscent aciually of nothing in the past. and yet derived from the simple oullines of Greek, Egyptian
and Byzantine sculpture, have resulled in & clear break with the older ideas which began with Barye end ended
with Epslein."

p- 67: "To Archipenko we can assign Lhe firsl two abstractions and invenlicns, and il may be added. modem
art is mainly precccupied with just Lthose two, as was Assyrian or Byzantine art. The spirit of Lhe siyle which is
called modern is that it is inveniive and creative, and if Lhe natural proportions of the human body do not fit in with
the plans of the artist, then they must be reinterpreted. Reinterpretation is Lhe easence of the modern, and all the
parrot talk sbout “truth to nature’ can be pushed on one side. 11 art is to be creative it must create—and often, as with
some of Archipenko’s mno fﬂﬂa 205 220), :I cuu.ed betier than Nature.”

P& hi ition. He has given the moulds or the cancns by which the
particular fashion of proportions is today being established. He is leading @ modern siyle and helping to fix it. Few
artists achieve so much in a few years. No less than twenty-eight E public galleries have h 4 his works.
He has been 1o modern sculpture what Picasso has been to modern peinting. A hundred years hence it will be seen,
1 think, that he has filled a position of grest importance and distinction, and that he hes ultimately contributed to the
improvement ol the art of all countries, if only because there is no perceptible naticnal influence of his own in any of
his works. Above all it must not be forgotten that he owes the purity of his lines and his fine sense of balance to his
early studies of ancient arl.”

No. 14

MYSHUHA, DR. LUKE. 'ARC:HIPENK.O o U.K.RANMN WEEKLY, NEW YDH.K. OC'IDBER 11, 1935,
“Today, the new values and d into art by Al el ko have taken such hold

73
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upon the art wurld thal they have s host of imitators in all countries. Back in 1920, this facl was Lrought out in
Springer's Mistory of Art, that: ‘Archipenko’s influence has proven o lw extremely sirong and caplivating lor the
wounger seulplors,”

~Ohbviously. nol much blame can be 1o these imi . who, while adopling the new plastic ideas of
Archipenko, Tail nevertheless to ascribw to them their rightful origin. This fact only serves Lo intensily (e need for &
hasic study of Archipenkos works and idens: e whlrh would help clear away some of the chaos thal has arisen 8s &
resull of the plagiarism of Archipenko’s indi

No. 15

GIEDION-WELCKER, CARULA, MODERN PLASTIC ART. ZURICH, VERLAG DR. H. GIRSBERGER. 1937,

w. 40: “Archipenke . . . might be said to have transmuled musical inte plastic values. The fusion of Hellenism
and modernism Lhey have attained bears witness (o the sweeping progress in abstraction thal has occurred since
Maillol. In Archipenko’s essentially mohile figures voick and solids, light and shadow, are interwoven like a cuolra-
puntal rhythm.” ’

. 42 “Archipenko's ‘Medranos' ¢ Plates 16, 61) are primarily experiments in the assembling of indusirial ma-
terials such as picces of wood, glass and metal—a method the Conslruclivists were to develup still further, but from
a diffenyni angle. These profoty pes have been influencing shop-window dressing and eommercial publicity for the last
filleen years.”

No, 16
GOLL. IVAN. ACTON, NO. 5. PARIS. OCTOBER. 1920, (TRANSLATEL FROM THE FRENCH.)

“HEFLECTIONS"

“In a concert salon, above the brown violins, black tuxedos, hier and while faces, appeared unexpectedly the

not Lhe d of an orchestra, bul a 0 of life; a work of arl. a plastic of Archipenke's in the
middle of the salon, like a window opened towards all horizons of the world, like a diamond that consumes in ilsell
all multi-colored fAlames, a recipient of oxternal

“This day & new art was born.

“These forms in polished metallic plales seem 1o be a real reservoir of the life that we have around us, orches.
tra, audience, reom, pictures; we believe we live. Enchanted mirror. And this is Lhe mission of all works of art. tu create
an existence [rom our own source, it means in Lhe one who lvoks or hears, Lo be Lhe reflection of life. Indeed, our daily
life is the basis of all human expression, and iL should be the fundamental of all arl. Life. nul nature as in slill 1
nor landscape. bul human living nature, supernalural: our own life. The geomelry of & snow flake, The rainbow in
the sky, lu‘hi!niurl] bridges, are related direcily with the center of vital universal energy. The new values that spring

[rom ct G reduced to a few symbulic hieroglyphics: 5.0.5, ele.

“And his courage in ulilizing different melals al the same lime, credit him with ancther invenlion wilth more
i By ing metallic plates Tor instance, he succevded in pendering the plastic value not
by nlml lighL, bul hy refleclion.

“The work that Archiy i quired & grand signif L DL the individual that s rell |

within the objecl and exisls with il. Exists wilh ils proper reflection joined in the external essence. Here is Lthe symbol
of the living being. Ore depends on Lhe other. IL is Lhis piece in melal plate Lhat is menlioned ohove, that dom.
inates the whole concert salon, becomes 8 mirror in which The movements of the people vibrale™

“MODELING OF SPACE™

“But Archipenko dues nol relax with this. After uti

izing all materials, cven their reflections, he dams (o cxplore

space. and forms pure atmosphere. He forms the holes — I mirage. Pt agoria. All thut we know and
that we are — exists only in our i ination. Nothi has ils exi That which is concave is ulse convex.
Often the void seems as palpable as maller. ]! it Lhis that Archipenke suppuses when he makes a void in the place
of & head or hreasl of & wormnan. The ! The space ded by plastic forms gains a personal Torm

that supplivs o us Lhe same impresion of vitalily as the malter.™
“STYLE"

“Aribsts of vur day will nol create & work of arl, bul life ilsell, In cbserving the cosmic revolulion in the infin-
ilesimal space thal is daily ours, he will re-create new forms suggesied to him. He Anally will search for a new STYLE
uf the twentieth cenlury, Lhat we are wailing for so patiently — impaliently. The STYLE we need. We do nol have
it any mure, Iwvause we have lost our religion. The art of the last three centuries was an wtheistic arl, and conse-
quently cgolistic art fur the artist. The last grand siyle was invenled by the Gothics. And almusl all greal styles wwee
the expression of Lhe divine idea.”



“8¥YMBOLS"

“We who have lost all our religions, will we nevertheless abstain from creating ® new sivie, thal is to say, &
symbal?

"Symhol of what! The religious uriist is aucceeded by the crrebral artist who replaces God by his allribules:
Force! Movement! Mew Divinity: a tree of pantheists, or laurus of the Axsyriang, the lelephone pole or the turhine,
aren't they equivalenl? Aren'l they aleo Lhe forces of the secrel voices, profound and divine” Modern nature is dis-
covered today by Lhe modern arlist. 1L remaina for him 1o cronte an adequalte form, This form, all aesthetic in itsell,
will be a sorl of artistic sleangraphy. One line will replace a whole leg: movemont will be substituted by exterine
supplencss.”

“HTYLEY

“Archiproke B lhe imventor of a STYLE.
“However, that searching in his work for the pure lines of Buddhistic ans, the sorpowfol rhythm of the Christ-
iki v of Negra art, also the conlemporary grometrization in arl s not futile. This
necessary for the ceeator of new values, A man of The lochniesl era, he utilizes
v madern forms.™

Ipture in all pussible ma-
terials, wood, ylass, n-u-llu plaales, gl g these materinks, armving thus al seulplo-
painting. This pure seulpture seemed Lo bim o beeome sl v il

“The inauspicious and illogical nusde 1hat persisted during leng conluries of secing in the mule marhle Lthe
highest artislic expression, seemed antiguated o bis, bevause thees is no objeet around us thal is oolorless; every-
where form and color are Fused. Why shiould a plasiic werk he exevplion? By expueing this illogical practice Arch-
ipenko has done a memerahle acl.
he did not stop al thi

e mastered ool
nl

i nevched Tor
hie ealls the
Torces of existence.

T el saulptn
That i peplaced by i Archipenka arrives al
here, Art | s superior to all X-ravs, There is the instinct of G

hed Wl"l all and must become a Faclor of our o ife. mever without 1l

ArL shonld be m

No. 17

AUERBACH. ARNOLLD, SCULFTURE. A IHSTORY IN BRIEF. LONDON. ELEK BOOKS, LTI)., 1562
"By 1908 Archipenke was in Paris and after a very biriel si. the Fanbe ddes Hesiux Arls — the official Parisian
scademy of art — he decideed i sludy For himsell al The nausesms: Fikurel Mtoclin's seulp-
ture, which be said remintbed him of “the mibling vorpecs found in Pomgeedi iwhose shipes wene reeoveeed so long
alterwards from the solidified laval. pres v Iwvanse of their brakea form From an admira-
tion of the simpler archaic sivies he evolved o stvle of
All the lar forms are go ligswl inton unbroken masses, smooth in sorficee and aeardy geomelric in
conceplion — one Torm melts inlo another with =oft and almost impercephilile grdation, giv ol general
shape, But Archipenka has o natural sease of eleg@amee and movenwent, and be exlends progeriions Lo give long swiltly
vurved lines and wolumes, making figurs of slim-waisted, elongated women inlo vers beauliful vasedike om-
aments, more graceful and stylish han sature. vel keepimg the general character ad aclion of liviog Tgares,”

No. 18

BULLIET, C. J, ART INGEST. NEW YORK. JULY, 1997,
“Never subscribing lo the “cult I ugly” — Archipenks sought and fonnd new aesihetic laws and stxlistic
i Lhat pver I d Lo the wni 1 wrpe for grace and rhythm™

No. 19

WIESE. DR. ERICH. AN KUNSTWERK, No. 8.9, WOLDEMAR KLEIN VERLAG, BADEN-BADEN. 1950,

“In m logical development from his cerly starl, Archipenko’s stvle has disclosed ilsell in large space-forming
figures. The concave element and the open space work combine with the fincst differentiations of the surface and Uw
most carelul selection of malerials. Terra collas of varied color, palished. grained. partly or entirely plated with pre-
cious metal, stand side by side with hronze und works in semiprecious stones. such as Lhe group of “Friends' ¢ Plates
155, 156} in Mexican onyx.”
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No. 20

HILDEBRANDT, PROF. HANS. ARCHIPENKO MONOGRAPH. IN ENGLISH, FRENCH, GERMAN, UK-
RATNIAN. UKRAINSKE SLOVO, BERLIN, 1923: IN SPANISH. BUENOS AIRES. EDITORA INTERNAC.
IONAL, 1923.

“Archipenko, furthermare, is Lhe sole creator of Lhe new idea of combining sculplure and painling as one art,
an idea which dales back 1o the year just before the oulbreak of war. IL finds expression in several plastics of 1912
which represent a cross botween man and machine and are Lhe first ducti of & ¥ which is now
being developad hy Russian, Hungarisn and German srlists in a purely absiracl form. The performers in the Medrano
Cireus stimulated him in the idea, henoe their name “Medrana. The female juggler ( Plute 61) is his first work [or which
b used different kinds of material such as wood, tin and glass logether with paint. The halls of glowing red seem Lo
be poised in mid- n Iheir circular course. His sculpto-paintings. which have often conlested wilh painlings, have
surceeded pach olher regularly since 1914 up till the present. They often deiermine their own limils, somelimes as al.
most genuine pieces of sculplure, somelimes as relievos, olher limes as paintings.

“It s hinkahle that porary arls such as painting and sculplure could have entirely separated them-
welves from naturalism. into whose wide seu all currents of the 19th century fAowed, had the Ukrainian sculptor Archi-
menkn, not apprared on the scene al Lhe vilal moment, shortly afler the turn of Lhe cenlury, and suddenly laken =
prominent pl in the foremost ranks of the fighters, unprejudiced in his art and armed wilh an unconcerned rev-
vlutienary radicalism. The facl that this seulpior was morenver endowed with 2 mosl refined sense lor colours, which
enahled him to combine painting and sculpture, thus creating = new arl of extensive scope, is of vital imporlance in
the Turther development of art, which, alihough much confused at present, shows signs of a more clearly defined (u-
lure. Any one contemplaling Alexander Archipenko's work, can hardly believe thet he is only 36 years of age:” it
iz w0 ahundant, so varied and so rich in ideas. 11 is a Iacl however, and 8z 8 true represenialive of the modem contem.
perary spiril, Lhis Ukrainian arist shows every sign of a rapid life tempo.

“Archipenko. never salisified, endeavors in this manner, Lo reproduce thal which was prohibited to plastic arl
up il aow: to Bl in the space round human figares with all kinds of things, even still-life, which we can salely say no
sculptor, wha neverlheless remained within Lhe sphore of sculplure, even thought of reproducing prior to him.” { Plale
Ne. I4) “It is quite impossible for 8 sculptor te group figures and ohjects logether in an open or closed-in space with
the usual means resincled (o his use. Attemnpls of Lhiz sort made by Greek and Golhic arlists in Lhe latter decades
seemn no more nor less Lhan the inlerpretalion of pictures in relievo. Air is missing, which envelops all things and
hinds disjoinied efects, and which painting alone can reproduce. Confident that his own refined sense [or colours will
enable him Lo obtain perlect harmony in hues and tints, Archipenko Uherefore does not hesitale Lo make us of this tal-
et. By means of paper michd, wood or melals plastically prepared and faslened on Lo the surlace, (he sculplor em-
phasises those parls he wishes conspicuous, whereas parts of minor prominence are simply painted. Even shining
mrtals and glass are in evidence where he 5o considers necessary in erder (o oblain hy means of constant change,
sometimes sudden, somelimes gradual, a sense of space, artistically organized, of no illusi y eflect, vibraling all
over, yet in perfect repose. This impression of space changes alluringly according to from which side you lmmﬁch
and chserve it, bul the mosl delailed descriplion can give bul a vague idm of this particular art and even ill
in black and white are of liltle avail lnd can even give rise Lo false We (herefare trust the col d illustra-
tion wlll to some ive extenl, Lhe ssive charm of mest of these sculplo-painlings which s only

d in Lhe finest i of as & resull of great genjus. The fact that there should also be some works
&l minor value is comprehensible enough in view of the intricate difficully and novelly of the work, Archipenko has
every tone and shade of Lhe colour-scale al his command. A one plare the lones are suppressed and sonorous. al an-
ather, whele accords are formed of unbroken colours. glitt ering metal and glass: The correlation hetween the elements
of form, which have become bedies and ohjecls. is multiplied again hy the influencr of lhll culours. The creation is
dynamic, full of tension, elements of power linked together, reciprocally cond d, d al tively hy sculp-
ture and painting and yel melting into each other, lo be compared only lo Lthe most delicate and sublest machinery
where Lhe tiniest screw is as important as the mesl powerful driving whnl Bul even thia comparisen only applies
to hall ef il; as its dynamic is beauty [reely ived, These sculpl i mostly Lreat subjects in enclosed
spaces, bul Archipenke has even gone as far as to msmdurp a “Balhing Figure' (Plate 39} in its world of atmosphere
and waler, a figure in brown and yellow, framed in & hlue of the deepest and most delicale shades tinged with viclet
and green. This attempt has been crowned with success. . . .

“|Ome of the figures] in relievo . . . is probably the noblest creation of sculpto-painting. (Plate 72) The figure,
almost abstract yet so full of life, in copper, brass and light tin. shows up in sharp reliel against the dim back-
ground of cool grey German silver, and white paint, thraugh which the many coloured metals gleam, helps to
express clear forms, shades, yet binding disjvinted efiects.

“This shi medel, vibrating with a L} d roflections, yet of inviclable solid ial, should he
placed in m room as could only be built by an architect entirely inspired by lhe spirit of the day. It i= the full
cxpression of a new esthelic conception of the essence of art which dees not refer to the past bul lo the fulure,
ohtained hy means of an entirely new technic and derived from a posilive conceplion of pure style. Thus Archi-
penko’s crealive url claims hack the vast league of all creative ari. as does that of all leading artists of our day, and

* Hildebrandt wrote this text in 1923,



appeals to the whole of cullure, and il we again reach the high grade of culiure, and get back what vsed 1o be o
matter of course in happier times when Lhere was no uncertainly of expression, it will be lo a large extent to the
credit of Archipenke's work that we owe such a valuable gift."

No. 21

GOLL. IVAN. ARCHIPENKO ALBUM. POTSDAM. GUSTAV KIEPENHEUER VERLAG, 1921. (EXCERPT
TRANSLATED FROM THE GERMAN.)

“In his newest period Archipenko has already B new ibility lor scul to help the effect
of light through color. Everything. he says, in somewhal colored. Why have sculptors for cenluries insisted on hew.
wng naked stone and shying away [rom painting it? In antique times this was not so. To disprove this Archipenke
invenied his sculplo-painting for which he cresied a very special lechnique. In earlier pericds he already painied
his wooden figures. “Red Dance’ {Plate i'?ﬂ)and I’iefm(.'-lﬂml!l“ (Plates 3, 4) But here the main stress
should lie on the paindi In the sculpt parts of the figure are glued onto a wooden
plague in the manner of & relief. Laier the whole lhn‘ is w“nl-d like & canvas. The firsl impression is reminiscent
of Cubisl painting. but fundamenially it surpasses the laller,”

No. 22

DAUBLER, THEODOR. ARCHIPENKO ALBUM. POTSDAM, GUSTAV KIEPENHEUER VERLAG, 1921
(EXCERPTS TRANSLATED FROM THE GERMAN.)

"There exists no artist in whom the [orm-sense is so alive, so definitel; as it is in Archipenko, and
in & Lime like ours, devoid of tradition, Lhis has led him lo a greal simplificalion of expression. Yet — and this is
truly uncanny — he is never obscene. nor is there in his works even the slighlest suggeslion of impropriety — and
for this resson he gives Lhe impression of erotic longing and ardor, prolecied. as it were, by the chastily of love. A
definite novalty! There are among Archipenko’s works, figures remotely resembling the female body — sensusl, and
yel abstract, the head like the head of a bird perhaps, thet impress us by their ardor, thal are merely o rhylhmic
gesture. In mosl cases Lhe male in absenl. A woman alone, standing in a pure vertical line, or else rising from a
silting position. There is no lascivijy. Archipenko has a slylistic teste that is Lruly extrsordinary, His figures are
perched on a base with an airy lightness, wilhoul giving the impression of a tight-rope walker. He avoids a naluralis-
tic finish. Small in dimension. yet large in conceplion, these fgures calch cerlsin highlights of woman's loveliness. In
between there are stritches of samooth end abaliract surfaces. He can fashion knees of a sensitivity rare even among
the Greehs. Right below those knees the Bgure is cut off; the Lhighs are mwrll!dly long: cool, remote, lluy have
an air of inevilabilily. This lorso (Plates 205, 206} is one of the mosl b il in modern scuol)

“Archipenko is no imitster of African arl. Hin plastic works are Lhe result of his ewn highly developed sense of
style. The rhythm of & body slone reveals the Wm'nlnlnm

“In his sculpt inting, the color any istic i ion. Lately, Archi uses more and
more the offect of Mln'. to him, reliel is Uim-ﬂlmmnlli.t:r." ()

“He disdains the elemenl of perspective and rojects il. The fact that the reliel containg shadows is his sole con-
cern. He proves that painted surfaces are made richer, more slive, more power{ul by the use of shadows™ (2V

(1} Refer to Plates 49, 50, 52, 53, 54, 62.
{2) Refer to Chapter VII on Sculpto painting.

No.23

WESTHEIM, PAUL. ARCHITEKTONIK DES PLASTISCHEN. BERLIN, ERNST WASMUTH VERLAG,
1923. (TRANSLATED FROM THE GERMAN.)

“Archipenko's aculpto-painting “Twoe Women' (Plate 71) is a Lransistion into 8 newly found world of forms.
Occasionally the work reminds one of the fineness of Cretan-Mycenasan sculplure which was expressively femine
and which incidentally arrived ot a sort of sculplo-painting with the painied stucco-reliefs at Knossos and Tiryna™

No. 24
BARR, ALFRED H., JR. FROM CATALOGUE OF MODERN ART FIFTH ANNUAL EXHIBITION, 1935.
“Archipenko's Bgure in ing metals seems a literal emb of Ci 's ‘Cones and Cylinders.’ but
is influenced more direclly by Cubism "+
T"Pierrot Carowsel” is & three-dimensions] scul Iych

t For additional information on my work in relation te Cezanne and Cubism, refer to Chapler XII en “Cubism"
and Quot. No. 5—A.A,
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No. 25
AUERBACH. ARNULD. SCULPTURE. A HISTORY IN BRIEF. I.ONDON' ELEK BOOKS, LTD. !052
“But Archipenke slso made experiments with mixed forms of pai and sculpture — thst s,

made up of geomelric forms in reliel — sections of cones, cylinders and similer geometric forms on a flat backgroond.
These forms he painted with coloured paiterns which ran through and were continued inlo the background.” (Dia-
gram I, A, poge 42.)

No. 26
CHENEY, SHELDON. A PRIMBROF MODERN ART. NEW YORK, LIVERIGHT, INC, 1832
p. 290: “The search for } ion in scull led Archipenko inlo the i of those ‘sculpto-
peintings’ (1912) which are one of the curicsities of latter-day Cubiam. In these the artist stlempted the fixation
of linear rck sgainst Lhe cbiruding and ding color planes of Cubist painting. The resulting panels seem, in
general, to lack the sort of i izati i by Lhe [ew Cubist ‘masters,” even while Lthey rise above
most of the aimless ipulation of planes iced by a host of [ollewers. Perscnally, judging from (ke few examples

1 have encountered I [eel that there is a distrecting element in the mixing of painied colors (which have recessional
values of their own) and planes in reliel. In any case this seems & mincr by-way of Lhe art. Nor can more be said
for Lhat Lype of ‘non-being’ sculpture with which Archipenko caused a limited furore a few years back. In this he
stlempled to capilalize some of the reverse value of volumes: space for mhm pl.lﬂlc shapes, concave for convex, a
hollow for & breast, elc. He schieved some ing end some ak I lbut nothing
approaching the values of his less perverse, near-abalracl Agures

“Archipenko . . . has achieved more kinds of scclaim and disapproval than any other modern sculplor, simply
because he has wnd inlo 30 many unlighled corners, bringing out m. |l' ulmm sound, nﬁ-u.Thmh-n been
successive matters of Cubiat scul| non-being scul Ipt elc.
And he is one of the cl and most i demic draugt |Mnllndl.'l’!l'lulnlltbllrul‘rwdllm
excellent [eeling for the essential relation of maases; and he has created elemental works like Repose (Plate 75) .
and sensuously mmlm( things like the torse shown here. (Plate 205). He is very important in the annals of lhe
new sculpture. .

No. 27

HILDEBRANDT. PROF. HANS. DIE KUNST DES I9TEN I.I'N'D 20TEN JAHRHUNDERTS. POTSDAM,
AKADEMISCHE VERLAGSGESELLSCHAFT. ATEHENAION.
'T“ll ﬁnt who can pride himself on having enriched the lui'plnn of the 20th ceniury with new values is

Al A .. To I late space as part of & piece of sculpture — the creation of positive effecls

through negalive l'oms lo break away [rom r.he unity of the material and combine 'Imlm and vllnu in uulptn
inting, these are ibuti af enduri . With his sculpl which

of seul with el al painting, Archipenk mhrs- letel: mﬂinﬂuhwmlﬂlngmnmnr

fested hy the absence of any previous example.”

No. 28

BASLER. ADOLPHE. LA SCULTURE MODERNE EN FRANCE. PARIS, G. CRES, 1923.

“The archaic stylizations directed by Archipenko to @ geometrical art of which he wanted lo rid himself by
invenling sculplo-painling . . . The talent of Archipenko is & restless talenl; he sets himeell all plastic problems,
upplh-o oll !nrmnlu AL one l-M he dm:wnm values, ot other Limes he unifies planes; he extends, Lhen shrinks
the p ledges Lthe elevali the he the masses, breaks the chythm
of thu dulant lines, or blishes them w}ﬂ) llels or curves or uprights; he allernates the reliefs by zones,
coordinates movement with Lhe help of geometrical elements. and borrows the moderniam of his slalues from archa-
ism. - His researches have fertilized the talenl of a Dr p-Villon, the hably d ive talent of &
Llul!m. even Lhe Picamsoist affectalions as well as the prhhium of Lipchitz or the stylization of Casaky. . . .
‘Thess are the A of modern in France. Their general tendencies are oriented sither by the
strong realisls or hy those stylists of whom we have just spoken. . . _

No. 29

DUCHAMP, MARCEL. COLLECTION OF THE 5001151'.5 ANONYME MUSEUM OF MODERN ART 1920.
YALE UNIVERSITY ART GALLERY, NEW HAVEN. HARTFORD, CONN, CASE, LOCKWOOD AND
BRAINART. 1950.



“Archipenko was among the few aculptors sltracied by ll!u Cuhbisl creed.” E\nen though Ins ﬁnl seulplures
were inspired by the revoluticnary theories, he showed i di his strong by i ng an entirely
new conception of sculplure. He gave Lhe name ‘Sculplo-Peintures’ Lo reliels generslly made of pluuu carved and
painted. Thia polychrome conception of sculplure, though nol an innovation in itsell, was in its results quite starl.
ling. He succeeded in expreasing more Lhan an stiraclive lechnique through his new ideas of form.™

No. 30

SCHACHT, DR. ROLAND. STURM BILDERBUCH Il BERLIN, DER STURM GALLERY, 1823.

“The '‘Dance’ (Plate 172} insugurales 8 new scries of problems. Seemingly nothing is represented but & duc
movemnent such as in Lhe "“Composition ol Two Figures' (Plate 84), the 'Kiss' (Plate 85) and “Two Bodies' (Plate
165). But at closer view it will be noticed thal we are concerned here wilh a unil, & round dance. Bat how can a
round dance be treated ss one formal motive? Huhens uned 8 continuous train of movement. Thoma used a wreath
of lyrick T d into dpl there weuld have lo be movement too, but above all Lhere would have Lo be
space itated by the Lhree-di ional figures. A round dance is organized around a center. This center must
be considered the spece between: the figures must be included in the modelling of Lhe unil. Here (oo, we are con-
cerned with the representstion of & block bul it receives a different specific weight, The nucleus. sell-understood in
its denaity, weight and solidity, is amilted. Lhe block is dissclved except for ils culer borders, only space remain: to
be represented. Space replaces matter.

“The drawings (Plates 241, 242) lead to the difficull problem of aculpto-painting, slresdy felt by the Egyp-
tinma but worked oul in Lhis particular form for the firal time by Archipenko. If we consider the reliel and its
reletion Lo Lhe cube, as well as Lhe suppression of illuslon, we arrive al a process which eliminates from cubistic
sculpture the illusionary element leaving surrcunding space. These tensions cannol be of aritlhmetic quality only,
but are also of a dynamic nalure. Thus sculpture is nol ovnly modelled from within, but slso from without by

the ien of ils i In the last lmlwll. Ilm can only h-ppen through the mesns of painting.
‘Thereby perspective has to be disregarded to avuid any il effect. & paining is not, as the name may
suggest, an artificially calculated middle-of-the-road mrd:um It is sculpiure wlncll has (o resorl to painting. Onece

more, we find even beyond concave 1y i wilh the sid of which even still.life can be
reconstructed and used for sculpture. The unpnrumd. thing here is not Lhe composition of plastic forms, bul the
relation of the ébjecls toward each oiher in space. and the tensions which eriginsie in space through Lheir existence.”

No. 31

HALLE, FANNINA W. ZEITSCHRIFT DER BILDENDEN KUNST, VIENNA, 1921

“Alexander Archiperko has a similar ing for p to that of Kandi for paindi Grad
doing away with naturalism, he has crealed a kind of abstracl sculpture by the sheer constructive mobilization of
‘maller. . . . Archipenko's work appeared publicly aboul 8 decade ago. Since then he has already expreased himself
in many different ways, but he has slways remained true to himsell and bis art ‘L'homme Machine’ (Plate 240)
followed the “Torse' (Plate 221) wnd ‘Red Dance’ (Plate 170). Here he used partly new material, cardboard, wood
and metal, in ordér to echieve new cffects. Then, with his ‘concave’ sculplure he crealed a number of forms in
which he used almosphere, giving il artistic realization along with symbols of form. And he has arrived
8l his sculpto-painting, & union of sculplure and painting in relief, which hes nol yel resched ils final stage.”

No. 32

AUERBACH, ARNOLD. SCULPTURE. A HISTORY IN BRIEF. LONDON, ELEK BOOKS, LTD., 1952

p. B6: “Anolher sel of experiments allied Lo these latter, but allogether more unified, sre stalueiles in the
round, compased of convexn and concave forms, almest but not al her. of tric, of hanized forms. These
mechanized forms are combined wilh smooth, simplified naturalistic forms within the main shape. This completed
figure very often adds up, in pose, proporiicn and generst shape, Lo one of his ml n.umul figures, excepl lh-l
the pattern of an arm, or leg, or any other part or parts may be given an i ical or
form which yet suggests Lhe general shape of ils more natural counterpart. The figure it thus treated as a
general theme on which may be played any varialion of [orm, provided ﬂnpdlermln\dumllndlmhm
rhythm and coherence. But sometimes the furms are wholly ded by — spaces, oo, playing
their part. Sometimes the whole shape is so far removed from natural appesrance thal it may be regorded as &
free patiern of geometric planes and fomu — an abstraci. Even so, ll usually retains some suggestion of the grace-
ful, lithe movement so typical of Archi These are ifully made, in a variely of malerials —
bronze, wood, terra colla, and Lheir texiures and handling are varied to suit the malerial used and Lo give variely
to the forms. One such stelueite, for instance, suggests a clothed [emale figure ‘Walking' (Plotes I74-177), and is

* It was not the Cclnn! creﬁ! Ihnl aliracied me. It is the cryl'hlll:lhon due o nature's extreme compactness of
volumes, producing that ied me. — A. A.




made up of flal thickneases of clay cul inlo ingeniously pieced logether. Tt has suitably
roughened surlaces and has been baked directly in a kiln"

No. 33

SCHACHT. DR. ROLAND. STURM BILDERBUCH II. BERLIN, DER STURM GALLERY, 1823.
“Archipenko uses an enlirely new medium Lo show Lhe important relationship belween malter and surround-
ing space. He uses concave areas and omits the material nucleus. Natural modelling is no longer sufficient. In order
to show the border between matter and space, the eye must be directed toward that border. To achieve this, he
must reverse, This method is not as quaint as it may seem. In music sireas is sccentuated by cmissions, by inter-
! or hy i nai The concave lacing the convex is hased on a similar principle.”

No. 34

BULLIET, C. J. APPLES AND MADONNAS, CHICAGO, PASCAL COVICI, INC, 1927,

p. 166: “Sometimes he dwarfed Lhe head to less than the dimensions of & hand or a foot or a breast. Some.
times he elsborated the struclure above the shoulders — normally the neck and the head — inlo a Bowing hood or
helmet, with the [ace a concave blank, or even an emply space — a keyhole through the marble.”

No. 35

MOHOLY-NAGY, LASZLO. THE NEW VISION, NEW YORK, BREWER, WARREN AND PUTNAM, INC.
1932. TRANSLATED BY DAPHNE M. HOFFMAN,

““The credit [or the firut i use of in to replace sali is due to Arhipenko,
In using this principle, he exploited the well-known oplical illusion, as shown in a reliel matris [inllcliu): the
hollowed out (negative) portions of Lhe casting model appear in urtlm h'h‘.l as raised (positive). . . . His atlempl
leads the observer, by ils evident deviation [rom the c lo a realizalion of the ele-
mentary possibilities of the positive-negative relaliona. .

“Even Romen sculpture showed ihe use of metllx in combinalion wilh marble of different colors. These
Roman statues (in the Louvre) Iook to ue today much like industrial arl. Archipenko's sttempl with assembled

¥ was & chall to the i ial art evalualion of materials. He did not want Lo give the illusion with

his materinls of the upper surfaces (silk, skin. ete.). His wood was (o stand for wood, his melal for metal, ele.
and to have its own value.

“(For that matler, the principle of hling ials is effective in every field of creation.)”

No. 36

MOHOLY-NAGY, LASZLO VISION IN MOTION CHICAGO PAUL THEOBOLD, 1946

p. 60: A d with i h of the posilive and negalive in
his sculpture. His m\wd.lgllion must bl carried further because, besides ils significance in art, il holds great polen-
tialities for indusirial design and produclion, especially in casting, preasing -nd molding of goedx in glass, plastics,

light mol-l- lnd steel. In these processes (hc knowledge of positive and is 1 . Design
for prod: and their i jion cannot be i without und ding Lhe nature
of this problem.”

p. 235: “The new i ing from the ind ial } ies started ocut with the ‘Medrane’ by

Archipenko (Plates 18, 63), assembled from glass, wood and metal. Then came the consiructivists’ assemblies, studies
in balance and molion, conslruclions in crystal plale glass, trlmp!mu plastics, metals and vulcanized fibers.”

P 246: “Archipenko made mobile aculplo-pdauuu . Amang the young g jon of seul Gi
and Alexander Calder Lried to d ithe b i and the plastic essential of molion in mobiles
aplendidly inlerpreted as ‘virlual volume' in Herbert Mﬂ.m: photographs.™

No. 37

FRIED, ALEXANDER. ARCHIPENKO SUFFERS FROM HIS IMITATORS. SAN FRANCISCO EXAM-
INER, JULY 29, 1961,

“It's a lillle late, I admil, {0 be Lalking aboul the iy and drawings that Al der Archipenl
showed early Lthis month in the Cily of Paris Rotunda.

“But I've been brooding over scme ideas thai his exhibit inspired. It seems worth while to discuss Lhem,
even though his show is gone.




"Archipenko by now is & veleran of the modern school As much as forly years age he invented notions of
sculplural form and material that many people found fresh or i ing to Ltheir prejudi

“For instance, he realized this curicus fact: If you want to catch a person’s sttention, you may do so by
putting something where il will sirike his eye and he will look st it

“But once he expects lo find & certain thing in & cerlain place, you can make an equal effect on him not
by pulling the thing Lhere anymore, but by leaving it out.

“So, he reversed normal procedure in many of his female nude Ggures. Where Lhe speclator naturally expects
o find & bulge, Archipenko puis a concavily or even &n open space.

“Lately this method has become a commonplace in sculpture, Lhanks largely to Lhe works of Henry Moore
and his many disciples.

“MNow, il's eany Lo get funny aboul such a reversal of nalure. Yet if you grant that a piece of sculplure is
basically an formal a3 well as perhaps 8 likeness, you can see that the Archipenko or Moore
method can create remarkably fine or expressive line and shape.

“Archipenko, belonging lo an older era, despite hia modern viewpoinl, adopled & style that Moore, Lhe Eng-
lish sculplor, rudely (and shrewdly) reversed.

“With all his experimentalism, Archipenko was inclined to extremely nmlﬂ and fMuent forms. He liked
gracelul arabesques. He liked fine and shiny surfaces. He liked smooth le metals, 1t h
plastics and so on.

“But Moore took on & neo-modern spiril, in his syslem of putting a hole where you might expect a [ace or
breast. He sensed the new vogue for the rough and barbaric. Instead of pure, Auid grace and smoothness, he empha-
mized bulbous, primitive crudities.

“Meantime all sorts of practical designers had been looking with interest at Archipenke’s worka. They rushed
in, then, to sdept his streamlined grace to their hasly purposes of smart populsr decoration, chic sdvertising
illustration and the like.

"As a8 result, Archipenko's own work is spl o di a hist d ari:) d, ‘The arl-k
wants to admire a pioneer of modern design — and a superb craflsman. Bul so many Archipenko lorsos and lucite
figures seem to him too suave or glib or sweet for comfort.

"For my own part, I fell the resemblance strangly between Archipenko's works and things of the smari de-
signers who copied him.

“MNevertheless, I sensed also a sublle difference. The difference is one of qualily and maybe you can’t always
prove it. But it's there. The chic commercial arl version has pretlied up everyday lile in a way of ita own (or at
Ieast it did so when such style was more Lhe mode). The besl of Archipenko remains somelhing more valuable and
deeper."*

No. 38

RAMSDEN, E. H. TWBNTIBTH CENTURY SCUI..PTURE LONDON, PLEIADES BOOKS, 1849,

P 36: “In of the in his book, The New Vision, Mohely-Nagy recognizes
five stages, namely, th-hlotlld-ﬂlt.ﬂuhollvwd-m!. the bored-through, the equipoised and the kinetic or maobile.
The credit for the second, ‘the fimt ious use of in scul to replace sali " he mssigna to Alex-
ander Archipenko, who was born in Kiev in 1887, where he studied ]'nr l'wr years in an art school. In the year
1905 he was expelled fram the school for disobedi o the of the teachers. Then he Look
his way o Paris and other art centers in Western Europe.

“From the first, Archipenko appears to have opposed all crthodos, hods of i h as he
contends that he has ‘thoughts and ideas which nature’s forms cannot project,’ but as the sccompanying "Standing
Figure' (Plate i35) in terra cotta shows, he takes his departure from nalure, on the basis of which he makes such
-ﬁ“ﬂmllﬂdm-himbhmhhupum though those are, on the face of it, leas

Py dable than B i's aimplificath

No. 39

GIEDION-WELCKER, CAROLA. CONTEMPORARY SCULPTURE. NEW YORK, GEORGE WITTENBORN,
1956.

. 49: “The montage of various materials (wood, md.al -Im) m uhn Archipenko calls "Medrano't
(Plate 16, 1914), is an experiment in & new means of Joped this melhod [ater, al-
* Ibelieve itinm i to be the inspiration for other good sculptors, unless falsificslion is involved. How-

wver, an arlist unfortunately canneot patent his ideas or sparks of inspiration, only real cbjects. — A.A.

t There were Lwo works entitled “Medrano,” one consirucled in 1912 (Plate 83) which was destroyed during the
First Wmld ‘War. The second was exhibited in the Salen Ini Eindmll in Paris, 1914. (Plate lﬁ) It was form-
erly in the collection of Magnielli in Florence, now in the eim Museum, New York.
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though from a different angle, making i use of the i 3 ials of our time. The Dadsists ceten-
taticusly stressed the cdmmon things of every.dey life with the same means; Archipenko's work, hewever, is pri-
marily based on 8 new conception of volume and concavity as an sclive element in the whole™

CONCAVITY
No. 40
SCHNIER, JACQUES. SCULPTURE IN MODERN AMERICA. BERHELEY AND LOS ANGELES, UNI-

VERSITY OF CALIFORNIA PRESS, 1948
p- 50: “Alexander Archipenke, Jacques Lipchitz and Henry Muﬂe are other European sculptors who have

enplored the reslm of abstract forms. Archi began his i i -Muddup-mdmplumedun
of holes end concavities in ststues as early as 1912, Although much of his work it
his tie to natural forms has always been a very looss one, and in letaly severed. Di ding ans-

tomical reality, he at times replaces sbdominal volumes with holes bored entirely through the statue and reverses
convex surfaces into concavities.”

No. 41

WIESE, DR. ERICH. EXCERPTS FROM THE FOREWORD OF THE CATALOG OF ARCHIPENKO TRAV-
ELING EXHIBITION IN GERMANY, DARMSTADT, 1955-56.

“Same of us know thet Henry Moore was & devoled admirer of Al der Archipenko whom he idered a
master and to whom he himself, as well as a whole generation of sculptors, were deeply indebtod. Yet the achieve-
ments of this master in the past three decades have remained largely unknown in Eurcpe.

"The current exhibition sima to fll this gap, and this is only one effort in the service of historical truth. The
enhibition in ils present nue was made ME through the generosily of Lhe artist hMMlh cooperation of the
Tellawis The Hessi L Dy dt; the K heim; and the Kurasthalle,

“The Di thibiti the 111th show of Archipenko’s works, Previously, between 1912
and 1922, Lhere were 12 one-man shows by this arlisl in Germeny.

“In 1923 Alexander Archipenko left Berlin where he had lived and worked for three years. At that time he

already had an international repulation as the pioneer in new and unch d fields of sculpl In Paris, b
in the year 1908, and almost contemporanecusly with Picasso, he had dou Tor sculpture whet (he Spaniard had done
lor the arl of painling. He had become a pioneer, an i an ler, a crealor of lished works of
art
“The academic approach did not interest him. Redin he idered ipodal. . . . He ized the basic
h of arlistic, ificall Iptural crestion, in the archaism of clder civilizations and in primitivise the world
over. As early as 1909, his "Weman's Torso' {Plate 110) and ‘Women Recliniog” ( Plate 75) led his alyle.
The whale as well as the parts are threedimensionsl. They £l space architecturally. Natural [orm is still retained to
a iderable extent. F ionally it is present in many of his later works, and alweys it remains the poinl of depar-

ture, no matter how far he ventures into the abstract. . . .

“He solves key problems in the period between 1910 and 1912 Later elaments of this period recur (requently,
always & new, powerful lactors of plastic creation.

“But with tha bronze Icuu ‘Walkln; ‘Woman' {Plates 170, 173), of the yan 1912, Archipenko introduces an
entirely new methed of sculp To space by it, by emitling mass, to
the convex by means of its opposite, the concave — thia d to sn extension of the ional limits of sculp-
ture. At the same time Archipenko turns to materials that had never been used belore in aculpture. In the well-known
status of the circus performer, ‘Medrano’ (Plate 51), wood, melal and glass are used, partly painted. These new prin-
ciples become established artistic methods, soon Lo be adopled by other artists. In 1912 Archipenko had his first ex-
hibition at the Folkswang Museum in Hagen, where he showed 78 works. In the "Sturm’ galleries in Berlin his works
were on permanent exhibition after 1913. Many of these were bought by German colleciors.

“However, Archipenko was and is not one to rest on his laurels. Ideas and materials never cease to drive hia

hvwnllwwhll mmrd lmlnldmpen‘hlli!m Slnulnl( he has d in his ‘sculpto-painting’ to b
ith ] forms with two-d and with color. In this art form which at ﬁn! glance
may appear Lo be a hybrid form, he achi resulls of incing power and h The current exh con-

Laing st least one example of this form. Moat of these works are scattered in public and private nulhchm-numlwul
Germany. One of the most charming of thesa is & portrait of his wife (Plate 229), a Ge L
daughter of Genelli. Ancther, the body of a woman, for which he used various metals, dales from 1923 (Phu 70).
Here the polished surface has a certain i and thiz techni of capturing light is later developed to on-
chanting perfection.

“Meanwhile there are many drawings which, as & controlling factor, make use of naturs! form. However, they
show an unmistakable personal style, and, together with more abstract crestions, appear like variations on = single
theme. Here also space is often indirectl ted by shadi llﬂplncilmh.nleﬂ'llomﬂnwﬂmllhlll

"It is only on rare i chiefly for issioned works, that Archipenko has permiited nat-
uralistic Jorm to predominate. In such cases, as for instance in the bronze bust of Dr. Wichert (1923) |in the Mann-




heim Museum| (Plate 220) . . . or in the porimail of the conducior Furiwaengler (1927) (Plate 233), which looks
IlkolwpﬂhimmmpkntsmhcﬂlmBlmwmmﬂlmdmmmqumﬂ'h

sculptor’s technique.

“During the last twenly year, Archi ‘s style has developed intent] I'tomillnl‘i(lnnlhmﬂ.lndre—
uﬁlhﬂlmmrm!mnmﬂrmmdﬁgum The concave and the modelling of spoce are bined with
the most delicate diff i of surface and with the most careful selection of maleriale. Torra cottas in

various colors, polished, rough, fully or partly covered with precious metals. appear side by side with bronze figures
and works in precious stones.

“Despite such final solutions, this experimenter (heir to the gifts of his father who was an inventor and mech-
anical i loyed by the University of Kiev) cannol rest He becomes interested in the idea of combining
painting with movement. For this purpose he invents a machine which he calls Archipenturs. He writes: “Archipen-
tura is the actual fusion of painting with the elements of time and space. Hitherto only music has employed lime an
a crestive element. In Eurcpe Archipentura has net yet been shown. In npm&tﬂnnlham.llelmmlal‘mmn
would be lacking.” — MNor ia there an ple of Archi in our ibition. It has ined an exp
doubtedly a necessary one on the road lowsrd the realization of evernew ibililies in plastic i M'wv
nearly in Lhe direction of "sbsclute sculplure’ — recently Inbelled ‘concrele sculpture’ — we Bnd Archipenko's at-
tempts to combine lll‘nﬂlll'ﬂly mtrolul light with sculplure. His point of depariure is the well-known fact that a

piece of sculy locks d in lighling. and often creates an effect nol intended by the artist. To avoid
this, Archipenko lights his figures from Lhe inside and thereby achi an al thy lled effect. Sud\wwlw
are then exhibiled in o darkened room. Without doubt this rep the ulti L in | ex-

pression. When we behold these flgures we reslize. bumbly and joyfully. the infinite possibilities of the living
wpirit to lilt us, through art. beyond this mundane existence."”

No. 42

HLYNKA, A. ADDRESS IN THE CANADIAN PARLIAMENT, FEBRUARY 2, 1342, HOUSE OF COMMONS,
OTTAWA. (RECORDED IN THE OFFICIAL REPORT.) FROM THE UKRAINIAN WEEKLY, NEW YORK,
FEBRUARY 9, 1942

“Parhaps the greatleat bulion made by Uk imny Lo the world was that of staving off the Asistic hordes
for many centuries [rom invading Europe. That is what Lord Tweedsmuir meant when he said on Seplember 21,
1936, al Fraserwood, Manitoba, 'for il was your race which for centuries held ths southeasiern gate of Europe againat
the attacks from the esst.’ Again it was through Kiev, ihe capital of the Ukraine, that Christianily was introduced
into easlern Europe in 988, Let me mention one or two contributions in art, rousic and literature.

“Alexander Archipenko, one of the world's [, ip now living in the United Siates,
is 8 Ukrainisn. The i ] Tehaik ky, in the field of music, mnl’l]'hmmmugm‘l‘unﬁhﬂthenlwﬂw
Robert Burns of the Slavic race. was a Ukrainian. These are but & few indicalions of Ukraini i to the
world."

No. 43
KU’HN AI.FRE}D DIE NEUERE PLASTIK. MUNICH, DELPHEIN VERLAG, 1921.

ko's art is hysical. Rhythm is the sole purpose. He has already previously siressed the incorpo-

ration of space into artistic ealculation. ['Dance’ (Plate 172). "Two Bodies™ (Plate 169), *Composition of Twe Figures'
(Plate 84}.] He now lurns his entire jon loward this probl Gradusily the problem of modelling space comes
overwhelmingly into the loreg: d .kl-uduomnued an emply cavity becomes of vital importance. A leg appears
concave, but thal dom nol make it less parts which imes evoke & memory of human shapes
are now composed into absiract forms. . Archipenko masters his art with high draftsmanship and unleiling tasie. .
Archipenko has constructed the human limre idering only pure rhythmicesthelic values.”

No. 44

RAMSDEN, E. H. SCULPTURE: THEME AND VARIATIONS. LONDON, LUND, HUMPHRIES, 1853.

. 37: "Archipenko's work in which an sttempl, first made in one historicelly important figure of 1912 (FPlates
174-177), is carried slill further. In this experiment ‘space is modelled,” in the sense that it is conceived as a posilive
element of the composition and takes on lnumﬁc'mwnullmllllhudlhewlume The shape and inierrelation-
ship of the space are, of course, integral parts of all scul, whether g fi ive. But in Archi-
penko’s experiment they are curiously related to the volumes in & manner rhul was mt pmlr developed.™

No. 45

SILEX, DR. KARL. “THE UNKNOWN LANGUAGE: A LAYMAN'S MUSINGS AT PENTECOST.” DER
TAGESSPIEGEL, BERLIN, 1856, (TRANSLATED FROM THE GERMAN.)

“In his book The Itinerant Preacher, the American writer Erskine Caldwell describes scenes of religious eca-
tasy in our 20th century, which remind the reader of the story of the Pentecostal outpouring of the Holy Spiril, as it
is described in the Gospels. The action takes place in remote rural seltlements in which poor whites live, work, sin and



pray side by side with Negroes. This is the environment of the Scuthern Baptists with their mas immersions and
their revivals. It is the envircnment of the Negro spirituals . . . John Faulkner in his trilogy, The Sin Shouters of
Caﬁumdmnhummmluhﬂw-bykuldmcudml . The preacher announces the meeting and me-
hodicall the of the gation from day to day. When the honest people and the crooks,
the old snd the young, housewives and proslitutes arrive at the chapsl they are already in a state of high tension
which the preacher's shouls increase step by step to the point where they are Lransporied. They are all waiting to
see who will be the first to “get religion’ as they call it Many are slready in a pre-ecslatic state. One women throws her-
sell on the ground, Lears her clothes and u‘knﬂwmﬂlﬁluwhldu‘nﬂpﬂﬁoﬁm!whw In Faulk-

ner's words, she is now king the "unk * But everybody understands her, for she in speaking in
‘another tongue,’ as the Bible puts it. . . . Now lhe enlire group is . . . filled with enthusiasm . . . in the sense that the
word ‘thecs,’ the Greek word for ‘God." is conLained in the word “enthusi ’Hmom'mﬂmhﬂ'i-mwhohnh‘n

transporied and feels one with God, as did the original Penlecostal community when they received the gift of the
Holy Ghost. . . . "Filled with the Holy Ghost, the disciples began to preach in other tongues, as the Spirit moved them
to speak.’

“Do we in our civilizalion perhaps slill possess such an "unk X hensible to the intellectual
soberly and without ecatasy? Perhaps this |Ip\u|b||lhmﬂ|ﬂllmml language of the arlist. It is a Lremendous
distance [rom Cabin Road in the American South to the Archi ion in the Char b Castie,” and

the leap may seem bold indeed.

“Ih-dh-:d-huiu-wlmcmuuwhkhum.. sculptor, painter and drafiaman produced in recent
yearn in plexigl P whose curious shapes are illuminsted from below by concesled electric
bulba,

'Thmummlylmmmndemmulelplﬂmbhlenndlvyln.ldllt Art criliciam hes today not
yet absorbed this work of Archipenk One ders through the exhibition rooms in which earlier works
are ghown, and one realizes that here, too, hipenko d da creative icipation on the part of the beholder.
‘The Greek sculptor places before us & completed work of art in classical beauly and repose. But Archipenko [ush-
jons his material only to the point where il sends forth the currenis of energy which for him are the important thing.
Hence Lhe beholder is obliged to supplement what he sees. Then one comes into Lhe dark room illuminaled by the
glow of ithe plexiglas structures. Two of these, the most revealing ones, have religious Litles. One he calls “Resurrec-
tion,” the other simply ‘Religious Motif' (Plare 196). Thlmrm\hnlmrnlll!u are :nrl'.ntlo.l'hllﬂ.mb'hl

penetrates the room in all directions, but atill il does not The tne & of
mailer, alihough it is this same matier which causes uﬁ.lwm We gaze at it in astonishment: religious motif?
“Ii must undoubtedly refer to the ifh troduction to the Gospel of St John. Light sppears in dark-

neas, bul derkneas does nol accept il. The light shines when it strikes something in darkness. Thus & [ew verses [arther
on we read the promise: 'But to those who accept Him, He gives the power to become children of God.'

“The true light of which St John testifies here is the light of the warld, al the beginning of which was the
“Ward,' the logos-spirit of the Greeks, which became fesh in Jesus of Nazarsth. Just s light must be reflected by the
plexiglas in order Lo shine forth, thus the power of the Spirit must be accepted by man and radiated by him, in order
to influence the world. For, in cur lime, reason, the language of the logos, leads to the spiritval understanding of
Christianity in the sense of St. John. It is a later stage, more appropriata to our time, of Lhe sarne enthusissm which
filled the disciples on that first Pentecosl.”

No. 46

BLACKSHEAR, KATHLEEN, BULLETIN: THE ART INST[‘I‘U‘.I‘E OF CHICAGO, APRILMAY 1947

“And also Moore uses the negative form of ail these space d i It st hens and the pos-
itive dimentiona. Archipenko was the great pioneer in the problems of negative space. This use of negative forms ex-
lends inlo the drawings made by Henry Moore."

No. 47

BITTERMANN, ELEANOR. ART IN MODERN ARCHITECTURE. NEW YORK, REINHOLD PUBLISHING
CORPORATION, 1962,

p. 168: “Alemander Archipenko: The two lucite panals 7 feet high by 7 feet wide (Plate 202} ave fized in an
aluminum base. The design is in intalgio frosted. A light is set in the base and projecied through the plastic so that
the design becomas light. The parta which are frosted show different intensities of light and becorae visible as rounded
forma. The effect ia very extraordinary, very myslerious at night.”

No. 48

BARR, ALFRED H, JR. CUBISM AND ABSTRACT ART. NEW YORK, THE MUSEUM OF MODERN ART,
1836,

* April, 1955.



p. 104: “Archipenko, who had studied Egyptian and archaic Greek figurea in the Louvre after his arrival in
Paris in 1908, was the rvl 1o work sericusly and consisiently al Lhe problem of Cubisl aculplure. . .. Alter 8 sories of
solid Cuhistic figures, Archipenko modelled in 1912, the original “Walking Woman® (Plates [74-177) in which
Cubist search for far-lelched analogies in the deformation of "nature’ is applied lo sculpture by subsituting voids for
solids in the face and torso and concavities for convexilies in the lefl leg and Lhe skirt. This figure was linted in lwo
tones, perhaps the first depariure Lowards Lhe polychrome which became so conspicious in Cubist aculpture and con-
struclion of 1815-20.

“In 1912 Archipenko also mude Lhe first of his famous Medrana ( Plate £3) series of figure construclions in poly-
chrome glass, wood and metal. Archipenko’s "Boxing’ of 1913 (Plates 137, 178) is his mosi abstract work end hin
most powerful.”

p. 133: “Pevsner and Gabo look an aclive parl in the Rmuan muvement, n}uhulmg with Lhe others in the greal

Constructivist exhibition of 1920. In Lhe same year Lhey published iheir Reali il in which Lthey insisted
that depth alone is the proper mesasure of space and Lhal volume and mass should be sbandoned as a plastic element
in art. Similar ideas had been voiced years before by Archipenko and Boccioni, bul the Ci Ivisla pul their

theories into practice.”

No. 49

CHENEY, SHELDON AND MARTHA. ART AND THE MACHINE. LONDON WHITTLESEY HOUSE, Mc-
GRAW- HII..L WOK OO INC 1936.

p. 4:” d ipenko, Paris edi d Americanized Ukrainian artisi, world figure in the small group
ol significant M-nct sculplor, is one of the most exciting connecting links between early abstractionist experimen:
ters and todey’s indusirial designers. He wenl further than Picasso in lesting malerials for basic sculptural values.
He carried experimenta in pure plasiic composition to where, some sensilive heholders wilml. Lhey seem lo live and

Teap till l.M human figure becomes an abairaclion of Lhe upward aspiring life principl ing in Term
the in a ch tstic El Greco painting. Then he lurned Lo praclical work.™

p- 194: "The matler of texiure is of exceplional concern to l.he mnderm who followed on Ihooe sludies init-
inled . . . by Archipenko and the N Every posaible il | has been subjecled Lo wilh re-

gard to l.lct.llu and visual potentislities. As a resull, a richness and a subllety are heing achieved in today's interiors
beyond any conceived before.”

p. 274: “What can be i d of the ious crealive p Lo evoke ion in painti I
and constructive visual denign, is much more likely to come from asscciation wilh men leaning l.oward lhtrwt art:
an Archipenko in sculplure.”

No. 50
GARDNER, HELEN. ART T‘IiROUGH 1‘HE AGE& NE\V YORK, HRRCOURT BMCB AND CO., lm ISSS
p. 708: “The Ukraini A in . &nd @&
exhibition of his work includes drawi: intings and jcs ms well a3 sculp in many medi Hualmm:t

conceptions are based upon the human figure, from which he takes what he needs and discards the rest, heads and
arms for example, as irvelevant to his purpose. In his highly simplified statuetles in marble, brass, aluminum. or
‘wood, the surfaces move susvely and Lhe clear-cut contours or edges produce a linear accenl.”

No. 51
WESCHER, HERTA. "COLLAGE.” ART D'AUJOURD'HUI, PARIS, 1951
“Before Laurens, Archipenko lived in Paris from 1908, snd d to use in scul als that had
not previouwsly been experimented with, but that corresponded to a new plastic L His sculpt inti are
reliels unifying plaster, wmmnmmﬂmm uﬂllwylumnpﬂdbymhnd
collage with paper and wood. . hipenko very clearly maintai hipa with G and was the first lo

wmmmuwm

No. 52

SCHACHT, DR. ROLAND. DAS BLAUE HEFT. ED. BY MAX EPSTEIN, BERLIN, 1923. (TRANSLATED
FROM THE GERMAN.)

“We will have to becorne resigned to the fact that we must learn new things sbout plastic art, more so even
than about painling. In the future, we have only one allernative between the new sculpiure and the plastic art of the
19th century which did not produce anything new sl all . . . Archipenko's crealion is based on an entirely different
viewpoint than 19th century sculpture: his starting-point is first of all the cube. The cube, however, is something



natural. ﬁmﬁz&ehlukmeb;oﬂﬂa&mhhﬂmﬂuqnﬂmhmmmﬁnhuml-
order to ive these lly, they must be presented effectively. Since effect is achieved by con-
trast the posilive as well as the negative must be contsined in ene block. Already in early works certain qualities are
outstanding besides the novelty of concepl. They remain decisive for Archipenke's entire work: the peculiar tenacily
mmdmnrnbluu;mu-lchmy lm.mlmgrwmmm-na-mhrm«mm
‘This manner of h as new as the concept of Lhe block. .

No. 53

LINK, ERICH. BERLINER ANZEIGER, MAY 5, 1956. (TRANSLATED FROM THE GERMAN.)
INGENIOUS ART TRAVELING EXHIBITION: ALEXANDER ARCHIPENKO

“Archipenko, a genius among sculptors, is one of Lthe great sculptors of the 20th century. Born in Kiev, in 1887,
he lived in Paris from 1908 - 1921, then in Berlin for two yesr, and thereafter in the United States.

“A large traveling exhibition of his work is currently being shown at Cllulotumhur‘ Cantle®. Let it be naid
at the outset that Berlin has hereby been granted mccess Lo one.of the moal signif ibitions of scul in the
last 25 years.

“The [act that there are no limits to creative genius in the field of artistic form has found deeply moving ex-
prossion in Archipenko's work. The plastic gesture of his statues encompaases the entire globe; be is at home among
dnpﬂnlunuwdluunawlwmﬂuhmhm:nmld glowing, well-nigh barbaric beauty, and again they
seem claasic in the lled play of ingl leas masses and swinging lines.

*Archipenko has the courage of extraordinary ewperiment, he paints his statues in blue tones, more Juminous
than we imagine the temple [riezes of Athens to be. This he achieves by gradation [rom the banic tone to natural light,
rather than by means of color eflects.

“A Venus (Plate 73} in black and white, an ornament of wood done in a large S-curve on a bold background
of mother-of-pearl is no leas imposing than the collages in which the artist combines paper and shining metals in
superb creations.

“Since 1946 Archipenko has endeavored Lo make light an integral part of sculpture. Thus he illuminstes sculp-
tures of plexiglas with a light source hidden in an opaque base, thereby achieving sublime and jestic power.

“One work afler ancther is thus unveiled before the eve of the beholder — an art exhibit that is truly an event
in Europe.”

No. 54

HEKTER, MAXIM. DIE WELT AM SONNTAG, PRAGER PRESSE, 1933
“Alexander Archipenko has been already ten years in America. His works are & surprise, especially the paint-
ings which show an enormous intensification of his creative potentialities. But also the sculplor shows himsell in an

easenlially new light, . . . What an d ion of all the P of his creative work The imposing
expression which forms an organic part of his ity is now with eruptive force from each of his cre-
ations. The virtucsity which baffled already in earlier works has now become a Jusion. The

ol epace and light has reached a grode of finesse which virtuslly bursts the frame of plastic art.”
No. 55

BURCHARD, DR. LUDWIG. HANNOVER COURIER, 1922,

“Alexander Archipenko proves himsell again and again the strongest sculptural talent of our time. The way
he treats his figures which are entirely his visions, gives evidence of an artist who has natural leeling lor space at the
tip of hia fingers.”

No. 56

EXCERPT FROM BERLINER BOERSENZEITUNG, 1922,
“The sculplor Archipenko is long since one of the most discussed personalities of Modern Art. We have seen
works by him of & primitive end yet refined Laste, drawings of higheat grace and an enchanting harmony of lires."

No. 57

HARTLAUB, DR, G. F. EXPOSITION RETROSPECTIVE. MANNHEIM KUNSTHALLE, 1922,
“We find, during Archipenko's several stages of development, the attempl to sttract the eye with hollowed or
open work parts, inspiring creative reaction by ‘modeiling of space’ in concave and open forme.”

* April, 1956,



No. 58

“ARCHIPENKO AXHIBITION." DER STURM, BERLIN, 1913,
"Anﬂpmlw bulldc mltl)' Hb art approaches more and more sbsolule sculplure which one day will merge with
baclul and in order to rise as pure plastic arl, beyond all slyles, &ll media and all
mlilhnr mm Archipenko has within him those forces which will make possible his goal of inner plastic unily. .
Archiy s daring i herald Lhis dinary new art of ining inner plastic construclion with I]\e
fmacinalion of & besuliful surface. Colors and lights gldz Mn.tly around reslized forma, they seem to penelrate Lhem.
The curves, the diff, ialions of planes, the ind and i whwhhﬁnnomm all these
grow inlo m living slone to which a i chisel lends scul 1

No. 59

EXCERPT FROM DAS KUNSTBLATT. ED. BY THEODOR DAUBLER AND PAUL WESTHEIM, BERLIN,
1920,

“One thing remains cerlain: Archipenko is an artist of firm purpose, the central figure in our plasiic arl. He
has presented us with some miracles, as well as with extremely original designs made out of various materiala. In one
of his visions in wood he succeeds in making the background recede in a velvely-blue. It is by means of such delicate
and precise color schemes Lthat form begins to live and brealhe.™

No. 60
WIESE, ERICH. JUNGE KUNST. LEIPZIG, VON KLINKHARDT & BIERMANN, 1923.

{TRANSLATED FROM THE GERMAN.)
“Archipenko’s dréwings are lypical sculplor's drawings. Therefore one can detect in each of them the main

bl of plastic i listribulion of tpow and form, here up-m-muld. there already solved. AL thesame Lime
it is possible Lo detect within the ch logical order of lln drawi " J, of & rare logical progression.
190%: ‘Woman and Kneeling Child" (Plate 82). The begi & of strong limitali af plasiic effecti . & slress

on functional construction based on sculptura) crealion rather than an observation of nalure. Space is di\u'd.ed inlo
planes in the sense of Lhe relief. 1913: “Two Bodies’ (Plote 169). A reduction of the single form to Lhe almost geo-
metric. The strictest accentuation of the functional espect of the limbs. A consistenl rhythm, in the Lhird dimension as
well: apace is 1. In the ch logically parailel group ‘Bowers’ (Plates 137, 138) this aspecl is slready
emphasized in its grealest plastic efiecliveness. This was first done by Archipenke in our lime, despile unsubstantisted
sasertions to the contrary. Indeed, besides ing space, this parlicular work is the slart of something which in
later scul is ificent); leted by the artist: the modelling of space through ‘pauses,’ through' the hollow-
ing out of the form. The little Parisian figures of 1915 can hardly be surpassed in the perfection of this newly lound
solution. The year 1915 offers & [urther slep loward & new (reedom: the body ms such has become the sculptor’s
grealest experience. At the same lime, however, Lhere is & [eeling of the body &3 exisling in air. Air is space:
in the drawings we see ithe conlours framed by their shadows at a certain disl thus ing Lhe i
between Lhemselves and Lhe body. . . . (Plate 247)
“Beiween these individusl phases of crestion, we constantly Bnd drawings which run parallel with the artist's
h.-di d sculpl inting. In Lhese Lhe geometric manner of 1915 is further developed. And thus originate such
perfect creations of chythm, beauty of space and form. (Ploles 241, 242), in whih several colors and tonalities are

No. 61*
BERGSON, HENRI. CREATIVE EVOLUTION. NEW YORK. HENRY HOLT & CO., 1913
“The more we perceive, bolically, parts in an indivisible whole, the more the number of the relstions that the
parts have between th ] ily i since the same undividedness of the real whole conlinues to hover
over the growing multiplicity of bolic el into which the scallering of the ion has d d it. A com-

parison of this kind will enable us lo understand, in some measure, how Lhe same suppreasinn of positive reality, the
same inversion ol & cerlain original movement, can create al cnce extension in space and the admirable order which
mathernatics finds there.”

No. 62

PLATO, JOWETT'S TRANSLATION, VOL. IV, P. 337.

“MNow there is only one way in which one being can serve another, and this is by giving him his proper nour-
ishment and motion. And the motiens which are akin Lo the divine principle within us are the thoughls and revolu-
tions of the universe. These each man should follow, and correct Lhose corrupled courses of the head which are con-

* Quotaticns Ne. 61, 63 and €8, from Bergson and No. 62 from Plate, contain the philosophical ideas which par-
allel my conceptions of creativeness. A. A.



cerned with generation, and by learning the harmonies and revolutions of the whele, should according to his original
nature, snd by Lhus sasimilating them, stisin thet final perfection of life, which the gods set before mankind as best,
both for Lhe present and the future.”

No. 63
TELEGRAFO LIVORNO, ITALY, JUNE 11, 1920. (TRANSLATED FROM THE ITALIAN.)
ARCHIPENKO

“What is the meaning of Lhis mmm word, which almost looks like s cabalistic secret? It is merely Lhe sur-
name of & Russian artist, A d ko, who now tri at the currenl Venice Exhibition. He is both a
painter and m sculptor. and lives in Paris; his futuristic, cubistic, extremist works are on display in a resplendent Rus-
sian pavilion and have aroused the curiosity of the public who, after having examined them, is still not able to under-
stand a thing. . .

"Any aitempt Lo describe what Archipenko has done is & dificult task, and to interpret the significance of his
art — il we wish Lo describe &y such this form of intelleclual exaltation — is shert af imposaible.

“To schieve what he believes he has accomplished, Lhe artisl has not been sparing in the use of the most heter-
ogenecus materials; and so he has employed wood, melals, lerra colla, brenze and plaster, which he has then tried to
paint with all the shadings of an iris and with the viclence of lacquers. . . .

“I now see Lhe reason why His Ewcellency, Cardinal La Fontaine, Palriarch of Venice, has advised the [sith-
ful not to visit the show.

“Not only do meny of Lhe pieces exhibiled fail Lo satisly the crileria of Chrislian moralily — such pieces ara
not 1o be found in Lhe Vatican snd in the Hall of the Popes at Castel San Angelo! — but even common sense.”

No. 64

IL NUOVO GIORNALE, VENICE, 1920.
“*Archipenko is not only the ph of the 12th Venclian Exhibition, he is a ph himegelf, Lhe most
prominent and Lhe most discussed of all living eriists.”

No. 65

RAYNAL, MAURICE. CATALOG OF THE ARCHIPENKO TRAVELING EXHIBITION IN EUROFPE, 1920-
21. (TRANSLATED FROM THE FRENCH.)

“The eternal verily of St Augusline: "Number is all in art’ shw.ldbecumnnmud in wnl.uhwlhl.luuwd
ern apirit, and I showed several times how much, despile cerlain opy the of 1l is consoli-
dated with the mosl poetical philasophy and Lhe most marvelous h jcv. Likewise Archipenko is opposed to St.
Augusline’s strict number, by (he more flexible harmony of the modern conception. Al thia time Archipenko broke the
lines, multiplied the angles, d the masses and suppressed details. In some drawings he doubled and Lripled
the lines, in order to increase rational deformations, at the same Lime insuring the most poetical charm.™

No. 66

GOLL, IVAN. ARCHIPENKO ALBUM. POTSDAM, GUSTAV KIEPENHEUER VERLAG, 1921,
(TRANSLATED FROM THE GERMAN.)

“Archipenko used Lhe pure lines of Grecian fullnuss, he became great in the severily of Buddhistic discipline,
wnd the secret of Egyplian sphinxes. He experienced the painful rhythm of Chrislian enchantment, the beauliful sim.
plicily of aboriginal gods end last bul nat least, the intelleclual geometry of the cubist, To this is added his intimate
contact with the present. Within him is all and out of it he lorrhulates his style, . . . Bul with Archipenko we must
expect him to sacrifice lomorrow the achicvements reached loday, so as (o rise anew onto the plane of unexpected
poesibilities. Those of his works which were seen for the ﬁnt time in 1913, in Bcrlln [“The Kiss' (Plate lﬂj ‘Fed
Dance’ (Plate 172), "Twe Bodiew' (Plate 169)) d by far all traditi — they were Ul

“The masterpiece of thal Lime (1913): “The Gondolier’ (Plate 142},  fabulous vertical which hardly umru
itsell on a disgonal. The whole figure makes you feel ils floating balance arising from the pressure of imaginary la-
goona, vibrating secrel sirength in every parlicle of its form. Only one arm, one leg, complementing one rudder — and
yet, complete calm. And where lies Lhe center of gravity in the “Fed Dance'? (Plate 170). It is scaring, a magic par-
abols into infinity.




“Archipenke was the first Expressionisl sculptor, if nol the first Expressionist artist. The young generstion
gained much from him. Very scon, however, he lurned from Expressionism to Cubism, then to himself. For genium,
all modes are only temporary slages. Archipenko is of the same importance for s\cnlplnm ax Picasss in for g 2
In their beginning both crealed warks which could be valued ma eminent works of ari, the aenne of Ir onal
eathetics. But both were deslined Lo search lor new forms beyond Lhemselves, which provided Lhem with many dan.
gers, Bnlllrrun«mdlndmlhehdcud-n alresdy great century.

hes for new il also in Lhe il ga such. Couldn't lin, wood, rardboard be en-
hanced into metaphysical works of art? The rigidity and heaviness of slone paralyzes the croator of modern spends:
he now grasps at all metals, bul preferably those which conlain wilhin themselven already new pomsibililies of exnjres-
sion through their own luminowily and reflections. Yellow and silver sheel melal, grey and green copper, lh(- w}-nle
spectrum of colors of all sorts of wood, last but nol leasl. the mirrurs L Iven hint towards unk
effects. Thus Archipenko works with reflecti

“There the object’s effrct gors cutside ilsell in & certain aenae. The infl on ila dings b more
important Lhan ita efleclive heing, No more & Lhing in ilaell, but an active part of life. The work of arl, now elmost
wn individual of secial i il radiates beyond itsell onto its surroundings. Archipenko has the habit never tn
slay long 8l a certain lechnique, bul many limes he will resort Lo it again. Thus — aller a Inng interruption of his
method of diverse materials — he created in 1920 a "Woman® which wes shown in Lhe firsl exhibition of lhe “Seclion
d'Or' (Plate 193). High sbove the speciators, this figure of radiant metal repested a thousand times, in its curved
and angled areas, ench movement of Lhe crowd. Like a huge diamond, this central work reflecied a rainbow.-like exterior
shimmer.

“Al the name time Atdwn-«pemnu r-wll.wmdnum-o ils sources are not heauly and
purily but the modern th and A ku is the fint (o become cunscious of these
emalions. And wilhoul Mnll-hon he uses them in his works, courageously, wilhoul asking what Lhe gentlemen of
tradition may possibly say to thaL . . . Archipenke is drawn more and more inlensively 1o expression of Lhe Aclual
Being. He has never imilated nature's realisma. That is why Lhe externality of Lhe original in never important o him.

“A deep philoscphy speaks from Lhese forma. Fach Iium in also present in munhmr‘. I"autﬂwr i non-ex-
istence. Maller is expressed by space. The concave is here cunvex. Arch 1o huigh
the effect of a thing by its sbeence may make unforeseen things possible.”

No. 67

GUEGNEN, PIERRE. ART OF TODAY, PARIS, 1953, (SEPCIAL NUMBDER ON CURISM IN CONNECTION
WITH CUBIST EXHIBITION IN MUSEUM OF MODERN ART, PARIS AND LONDON.
~In 1909 Cubiam in painting was alresdy two years old. Alung with Brancusi, Lhere arrived a young Uk-
rainian lcu!plnr Archipenko. Aﬂ.‘llln!nhn reveals himsell as a |m.t-d-lr|ct master hy his way of making valuable the
b riions, of massen and the il . In 1913, simultaneously, are
born Lhe !nl true (.‘nbu! sculplures: ‘Boxers’ (Plotes 137, 138) and “Medrano’ (Phlp GJJ . "Medrano’ is seduction
itsell. The decorstors and publishers were inspired by this gracious personage in metal. Bulm' is Lhreedimen:
wional. It goes even furiher than “Medrano,’ It is a0 much an object in itsell that it d-nrl- lhr human subject, present-
ing only the jorn of g ie forma, ive. ‘Boxers’ is al the same Lime the firat Cubist sculp-
ture and the first abstroct ww These figures are in Florence and are known Lo us only through the magazine
of Apollinaire: 'Soirees de Paris.’ 1914, . . . Another major [ncl i that in 1914 Archipenko insugurated the sculp.
ture called ‘Spalial’ The head, delimiled lﬂ @ void, is 8 magnificani arrangement crealed as an oval opening. ‘Sealed
Woman' (Plate 144) and 'Stalulelie, 1913 (Plate 148) mre pierced sculplure with a di v Tull of
charm."

No, 68

BERGSON, HENRI. CREATIVE EVOLUTION. NEW YORK. HENRY HOLT & CO., 1913,

Pp. 13: "A perfect definilion applies only Lo a completed reslity; now, vital properties are never enlirely realized,
though slways on the way to become »o; Lhey are not sv much slales as tendencies. And a tendoncy achieves sll thal
it aima al only if it ia nol thwarted by another tendency.”

No. 69

BERGSON, HENRI. CREATIVE EVOLUTION. NEW YORK, HENRY HOLT & C0. 1513

p- 176: “What can this mean but that they are two nym!mluml eqnll!_v acceptahle in ﬂrlﬂlll respects, and, n
other respects, equally inadquate Lo their object? The no longer sci but h
must be sought along quile ancther peth, not in the direclion of intelligence, bul in that of sympathy.”

No. 70

HILDEBRANDT, PROF. HANS, ARCHIPENKC MONOGRAPH. BERLIN, UKRAINSKE SLOVO, 1923,
“Alensnder Archipenke waa born al Kiev in 1887, one of the lew great towns in Lhe vast corn and steppe
plaina of Ukrains. His father, who has a post as mechanician sl the Kiev University, is always lull of rew plans and



idess, which have often been crowned with success in the way of new inventions. Art being foreign to his nature, he
was ot firsl averse Lo his son's inclination o follow Lhe precaricus career of an artist. The latier, nevertheleas, owed
much to his father in so far as his Laste for experimenting as well as his keen sense for the essenlially mathematical
proportions of things weel. Archi ‘s power of imagination during his childk wwhﬂmﬂutheoﬁmhﬂdh
invent forms of fantastically useless contrivances whose power and ical i were bly exagger-
ated in his young dreams, His aspirations, stimulated by his innate talenis, however, soon turned towards art and his
craving was influenced by the Lales of his grandfalher, himsell a painter—his mental nourishment during a iwo-year
illness — not lepst, however, by his altention being drawm to du Fact tlllt Leonlrdo 's crealive genius not only covered
art, hut science as well as engineering and that he had idh s the foundation of all arts, which is,
moreover, common knowledge. Al sixteen he was already so sure of the career he was destined Lo follow that he began
earning the necessary funds which would enable him to sludy at the Academy of Art. ,

“It is certainly astounding, especially in view of Lthe general development ol n:ulpump sround 1910 and during
the revolulicnary period of art. that Archipenko should embrace an arlislic career which took Lhe apparent forms
of neture so litlle into id yot clearly und ding Lhe ial poinls in his sell-chosen motives. A prool
of this is *The Women's Torse” with the uplifted arms which demenstrates Gothic influence (Plate 84). The latter
works of this year 1911 helong lo the series comprising “The Silling Woman® (FPlate 128), “The Resting Woman' ( Plate
79). “The Woman and Child’ {Plate 82) and are works which prove & perfeclly happy emancipation. , . .

“The double problem concerning Lhe aculpluring of a figure and the [ormation of space slmost touching Lhe
boundary of absiraclion has left the artist no peace up till the present day. He has accentualed his conception of this
problem each lime more fully and from a different point of view in & number of smaller plastic creations which he
modelled last year. Change in the axis line and position play important parts in these, Some are nearly all conceived
for ewecution in terra cotls which has the double advantage of being flexible when in work, yet hardening into a
perfeclly ringing mass alter (firing). thus ting Lhe arlist Lo indulge in daring curves, amall discs with
sharp edges, thin-plated hollow forms and so forth, He later modified the material he used in order Lo vary his work
nnd was ahle, by means of some technicsl process of his own, Lo lend such material, wood or bronze or whatever it
was, B icular charm, thus ing Lheir true individual velue. It has never been Archipenke’s intention to
reproduce the faithful image of man hut only 8 plastic likeness, organic in itself, which vaguely awakens in our
mind the conception of man, mostly a woman, which fact accounts for his often using substances and means in emi-
nent conlrast wilh those of nalure. He even converis nulural forms of positive nature into the negalive, in order lo
obtain the generel effect aimed al, thus & face framed wilh hair in interpreted by a simple hollow, the bust ditto,
he even goes Lo Lhe extent of represcnting Lhe body as m hollow instead of compact with the natural outward curve.
There are some wery charming samples, illustrative of this idea, amongsl Lhe lerra colta statueltes. They are Lhe
arlist’s first atlempls in Lhix direcion. The hollows and cavities, characterized by their sharp outline, sre strictly cor.
relative 1o one another as well us lo Lhe *positive’ plastic ferm from the logical poinl of view of art, lo be compared
o the noles and intervals of music which go Lo create the animated unity of the whole. It is & strange faci thal such

ivism does not diminish the force of jon bul often ioualy lends Lo increase same, 8s for inslance the
HRgure whose gaze seems Lo caplivale one although il is only hinled ot and is hardly exislent, It is lo the mysiery of
light that Archipenko owes Lhese truly wonderful efects. . . .
“Archipenko’s sketches, which do not represent sludies of nature but are the reproduclion of his ideas with
regard Lo plastic and therchy betray Lhe sculptor, as well as the few paintings which we owe to his early career,
are highly valuable in giving us an insight into the artist’s keen power of conception. 'Thele sketches, in which the
artist expresses Lhe whole impelus of his ari, are just as cf as they -m i il they are all
rhythm, sometimes just 8 few lines hint at the chiel motive of L g Lhe i . and
then again we find a study of figures and groups almost id enticel with nature’s crealions. . , .

“Archipenko's life has consisted entirely of work up till the present. He belongs to those artists who, charsc.
teristically encugh for the present age, are all nerves, never rest, and whose wealth of ideas lorbids any fixed sys-
tem. The hlood of the hanic. of the engi and ler flows in hia veins, inheriled [rom his [sther. He
dorives new methods and ideas frem cvery problem even theugh il has already heen successfully solved and e con-
linuous series of new ones conslantly oecur Lo him which develop in his brain, rich in imagination yet essentially
mathematical, This accounts for the variely displayed in his wmlc which m spite of all, betrays nothing of l.h: rest-
less spirit, nol being Lhe outcome of the uncertain groping of a d d hjected Lo many
impressions, but is the result of the manifold capacities of this arlisl which, guided by an unerring inalinct of strength,
un only emanste one hy one and nol Logether; thus sach masterpiece ia in perfect harmony, which s his almost

ical aim. Archipenko has a highly developed sense for the beauly of geometrical forms and their constructive
proportion, but he is not less apprecialive of the magic power of the strong, tender and tenderest vihrations of the
body. He is aliracted by the play of light on material of cne colour, as also on materials of strong and contrast-
ing, harmoniously refined and suftly loned colours and hues. To realise all this in cne piece of sculpture is out of
the question, so he fulfills irst one and then ancther according Lo his duminant impulse, finding rest in changing
from the scverely mathematical into the free natursl formation, from the figure of one colour. moulded by the light,
50 lo speek, to that glowing wilh colours, and vice versa, in each dn;l! creslion, however, remaining Lrue lo him-

sell and guaranteeing wnity by his lily even when und change. .
“There is much io be said in Archipenko's favour and |l clearly illustrates his ell'y instinclive ripeness that
elthough still very much in the dark about his own ifi and ever ching lor light, he never for one

hour succumbed Lo Rodins charm, but on the contrary felt, from (he first. a cerlain antipathy for the artist which



was doubtlessly due to the conlrast in their ideas. To whom was the pupil so desirous of knowledge to Lum, il
the mosl unacademic and moal imporlanl sculplor in Paris was unable to offer him any scope for his idess? Archi-
penko was able (o aclve thal difficully himsell, for when after iwe weeka® lensons al the Acsdemy, he finally gave them
up, he did not enter the sludio of & master sculptor but wenl to the Galleries and there atiempted (o unravel Lhe
mysleries of Lhe anliques in arl and a0 discover their lechnical secrets of expression.

He again changed his line of pursuil having = vegue ides whal the ob)lﬁ of his art wonld be. He did not
yield to the Greek art of Lhe days of Phidiny and Praxileles but was d by the I of the
Egyptians, by the Hellenic Archeic culture with ils severe lines and by the highly expressive Gothic art which,
however, was only of a transirnl nelure, Bul he slwo zeslously sludied esolic masterpieces of carving. rspecially
those myslerious works of sculpture which are so simple and yet so [antestically magnificent which we owe lo ancienl
American culture. "I'h. variely and mullitude of stimulations which the young Ukrainian arlisl was thirsling for sl
the lime meem 1 on closer ¢ ination . it is quile apr that his studies comprise. exclunively,
lorms which, an far sa nalural forms are concerned, do not in the least come up Lo hin own personal conceplion of
forma which are his inlelleclual propery; which lacl is signifi enough. Archipenko's first crealive peried [rom
ashout 1909 Lill 1911, reveals how ke came o terme with these influences, allowing hlrnlel( 1o accept them in order Lo
gain h and technical capacity in i ing them, Lthus coming oul of himsell and definitely con-
verling his own idean wilh regard to pleslic inlo langible shape. The tendency is distinel bul alac the developmeni
of will and power is pbvious, to learn and assimilale new idess. Indeed sculplure was Lo him from the very firsl
whal it i to all Lrue artists who feel in ‘plastic’ so lo ssy—a portion of space which has Luken on form and life. Also
the forma, which Altfuprnlm l!lf-'lllll(’d later and which show such complerily of slruclure. can only offer one answer

Lo the f 5 g the creation of form. All artists must first learn to grasp Lhe elementary pre-
Inlunlm This accounts for h\a Iird. mlu during hix siay in Paris being hewn oul of Lhe rectangular block and
ined hy their igk ion ms to heighl, breadth and depth. They are conceived in stone and

he often used artificial slone for nhm exccution, Ltheir heavy hlock form necessitating very massive, lighily com-
premsed material "
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current scul, ily those of Arch and |

3. EXHIBITIONS

Large indivi mnd ti ibiti of Archip 's works have been shown as [ollows:
CITY STATE OR COUNTRY INSTITUTION YEAR
Hagen Germany Museum 1913
Berlin Germany Drer Sturm Gallery 1913
Geneva Switzerland Kundig Gallery 1919
Zurich Swilzerland Musesm of Art 1919
Landon England Zborovaki Gallery 1919
Venice Italy (Biennale) 1920
Geneva Switzerland {International ) 1921
New Yaork New York Sociele Anonyme 1921
Barlin Germany Der Sturm Gallery 1921
Wieshaden Germany Museum 1521
Hannover Germany Museumn 1921
Dreaden Germany Richter Gallery 1821
Munich Germany Hans Goltz Gallery 1921

Laipzig Germany Museumn 1822
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CITY STATE OR COUNTRY INSTITUTION YEAR

Berlin Germany Kronprinzen Palace 1922
Frankfurt am Main Germany Shamus Gallery 1923
Mannheim Germany Museum 1923
Progue Crechoslovakia Museum 1923
New York New York Kingore Gallery 1924
Chicago [linois Artz Club 1925
Kansas City Minsouri Museurn 1925
Philadelphia Pennsylvania (Sesguicenteanial) 1926
New York New York Remnhardt Gallery 1928
Denver Colorado Museum 1927
Los Angeles Calilernia Mllﬂum 1927
Seatile Washington Museum 1927
Tokya Japan Société des Artistes Nikwa 1927
New York New York Andersen Gallery 1928
New York New York 56th Streel Gallery 1929
Chicago Illinois Arts Club 1929
Kalamazao Michigan Museum 1929
Detroit Michigan Museum 1923
Hollywood Calilornia Braxtion Gallery 1929
Louisville Kentucky Museum 1929
Kansas City Missouri Musgum 1830
Denver Colorado Museum 1930
Chicage Ilinois Aris Club 1930
Hollyweod California Braxton Gallery 1931
Santa Barbara Calilornia Renaissance Gallery 1931
Honolulu Hawaii Museum 1931
San Francisco California Museum 1931
New York New York John Levy Gallery 1932
Chicago Illinois Century of Progress 1933
Oakland California Museum 1933
Chicage Tllinois Findley Gallery 1933
Lox Angeles California Museum 1933
Seattle Washinglon Museum 1934
Portland Oregon Museum 1934
Los Angeles California Museum 1934
Sacramento California Museum 1934
Los Angeles California Universily of California in Los Angeles 1935
Scatile ‘Washinglon Museum 1936

San Francisco Calilornia Courvoisier Gallery 18936



CITY

Los Angeles
Minnwepolis
Chicago
Kanuas City
Chicago
Indisnapolia
Towa Cily
Chicago
New York
Omaha
Springbeld
Philadelphia
Princelon
Chicego
New York
La Plala
New York
Syracuse
Lincaln

San Antonio
Omaha

San Diego
Seattle

San Francisco
Sanla Barbara
Cortland
Macomh
Norman
Norfolk
East Lansing
Tulsa
Springbeld
Wichita

STATE OR COUNTRY

INSTITUTION

California Stendahl Gallery
Minnesota University of Minnesota
Tilincis Kantherine Kuh Gallery
Missouri Museum

Tllinois Katherine Kuh Gallery
Indiana Museum

Towa Universily of Towa
inois Katherine Kuh Gallery
New York Passadoil Gallery
Nebraska University of Omaha
Pennsylvania Art Alliance Gallery
New Jersey University Club

Ilinais Hatherine Kuh Gallery
New Yark Nierendor! Gatlery
Argentina Musea Provincial des Bellas Arles
New York Amsccinted American Artisls
New York Museumn of Fine Arts
Nebraska University of Nebraska
Texas ‘Witte Memorial Museurn
Nebraska University of Omaha
Californin Museum of Fine Arts
Washington Museum of Fine Arts
California Vigeveno Gallery
Calilornia Museum of Fine Arts
New York Corlland Library

Tllincis State College

Oklahoma University of Oklahoma

Oklaheoma
Muassachuselts
Kansas
Missisaippi
Maine
‘Tennessee

Texas

Mimsouri
Nebrasks

Museumn of Art

Michigan State College
Philbrook Art Cenler

Arl Museum

University of Wichita
Museum

Museum of Art st Bowdoin College
Museumn

Museum

Museum

University of Kansas City
University of Omahs

1849

1950



CITY STATE OR COUNTRY
Saint Paul Minnesola
Kenosha Wisconsin
Milwaukee ‘Wisconsin
Chicage Illinaia
Eugene Oregon
Sealtle Washington
Detroit Michigan
Dalias Texas
Newark Delaware
Montarey California
San Francisco California
Sao Paulo Brazil
Amhers Massachusetis
Guatemnala City Guatemala
New York New York
Darmstadt Germany
Mannheim Germany
Recklingh G
Duesseldor! Germany
Freiburg Germany
Berlin Germany
Indiana Pennsylvania
New York New York

INSTITUTION

Universily of Minnesota
Museum

Art Inslitute

Findley Gallery
University of Oregon
Universily of Washington
Cranbrook Museum
Museum

University of Delaware
New Group Gallery

Cily of Paris Gallery
Museum of Modern Art
Amherst College
Guatemalteco Americana
Associsted American Artists
Hessisches Landesmuseum
Siaedtische Kunsthalle
Kunsthalle

Museum

Kunstverein
Charloitenburg Castle
State Teachers College
Perls Gallery

YEAR

1851
1951
1951
1851
1851



4. TEACHING AND LECTURES

A). TEACHING

Univerity of Kansas Cily, Missouri .
Topelm. Hanass, Washburn Unmeluly %

M T Acard da“

In hing [ make my sludenls realize the
of applying the psychological process for the discovery
of creslive resclions within themselves before Lhey make
the lorm which should conlain crestive power. This s
n fundamental knowledge that vilalizes the work of arl.
Hundreds of my former studenis have used this prin-
ciple and produced significant works. Some have become

and won prun in national exhibilions, mdnd
ing the M M of Arl, Pennayl
aud.-my of Art, and so forth. The Museumn of Modern
Arl in New York has also exhibited the work of my
former students. Mlny ol‘ them became leachers in im-
portant ed » in A

Archipenko Art School, New York . from 1923
Mills College, Oakland, California .- 193233
Chuinard School, Los Angeles 1833

Archipenko Art School, Los Angeles . 1935-36
University of Washington, Seattle . . . . - . 1937
Bauhaus, Chicago . .. . 1938
Archipenko Art School, Chﬂ;o 1938-39
Dalton School, New York .. 1944

Inslitute of Deaign, Chicago
University of Kensas City _ .

Carmel Instilute of Art, Carmel, California . 1951
University of Oregon, Eugene, Orogon
University of Washington, Sesttle
University of Dal MNewark, Del
University of British Columbia. Vancouver, Canada 1966

B). LECTURES ON ART AND CREATIVENESS

Oakland, California, Mille College . 1832
Newark, New Jersey, School of Art ... ... 1932
Los Angeles, California, Chuinard School of .ﬁrt 1932
Sesttle, Washington, Universily of Washingt

Seattle, Washi Ui
Portland, Oregon, Museurn of Art . .
Milwsukes, Wisconsin, Art Museum .

San Francisco, California, Museum of Arl .. .. 1936
West Lafayetts, Indiana, Purdue University .. ..1937
Chlr.l[o llllnm Renaissance Sﬂuely 7 1537

Uni ty of Mi 1937
Kansas City, Missouri, Museum of Art .. . 1937

Chicago, Illincis, Bauhaus . .
Frinceton, New Jersey, Unlety Clnh
Neaw York, New York, Neirendorf Gallery .

Baltimere, Maryland, Museum of Art
San Anlonio, Texas, Museum of Art
Dallas, Tenas, Museurn ...

Del Ohio, Wesl Uni
Columbus, Ohio, M

Omaha, Nebraske, Board ul' Education .
Lawrence, Kansas, Universily of Kmu-
Peoria, lllinois, Bradley University . .
New Orleans, Louisiana, Museum

Los Angeles, Cl]llomll. Mumm e
Omaha, N, U of L
Eugene, Oregon, University of Oregon ..
Los Angeles, Calilornia, Universily of

Southern California .. _ . 1851

Carmel, Calilornia, Institute of Ar‘l 1851

rnis, Adull School of Carmel 1951

University of Californi 1951

Raleigh. North Carcline, State College . .. 1851

Amhtnl. Collln Amllonl Massachusetts .. 1952
Pi gh. Pennayl . Carnegie 1

of Technology o 1952

Haverford, Pennsylvania, Bryn Mawr Art Center = 1952
New York, New York, Ukrainian Convention
Mewark, Delaware, Delaware University .
Oxford, Ohio, Miami Universily ..
Milwaukee. Wi in. Art M

New York, Associsled American Artnh Gnllely 1854
University of Cincinnali, Ohio

Buffalo, New York, Albright Art Gallery
Detroit, Michigan, Museum
Indiana, Pennsylvania, State Tuf.i:m College
Indiana, Pennaylvania, Stete Teachers College 1966
Seattle, Washi U ity of Washi P

San Jose, California, San Jose Slale College
Denver, Colorado, Universily of Denver .
Boulder, Colorado, Universily of Colorade .
Vancouver, B. C.. University of British Columbia... 1956

C). MEMBER OF JURY

Boslon Museum of Fine Arls

Metropolitan Museum, New York

University of lowa

Pennaylvania Academy of Arl

Carnegie Institule of Technology

Associsted Artists Exhibition, Pitisburgh

Westchester Arts and Crafls Guild, New Rochelle,
New York

Pennaylvania Stale Teachers College

Corcoran Gallery. Washington, D. C.

University of British Columbia

F Art Club, Provid

Rhode Island
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OWNERS OF WORKS

List of owners of Archipenko works reproduced in this
book, to whom grateful acknowledgement is hereby ex-
tended by the aulthor and the publisher:

A). MUSEUMS AND GALLERIES

Amherst College, Amhersl, Mu-eh\nlﬂn
And: Gallery, And

Art [nstitute, Chicago

Arts Club, Chicage

Belvedere, Vienna

Boymans Museumn, Rotterdam

deis Uni M, S umell

Brooklyn Museum, Brooklyn
Clevelund M of Ast, Cleveland
Cranbrook Academy Museum, Detroit
Detroit Museum of Ari, Detroil

o P of Arl, G
Eu!n Muuum of Arl, Germany
of Art, G
H M, of Art, G
AR n, e

Hisloric Museumn, Kiev, Ukraine (formerly)
Julyn Art Museum, Omaha, Nebrasks

i lnst, Berlin ty)
l‘lpsl[ Museum of Art, Germany
Mannhai b Mannheim
Miami Museurn of Art, Miami, Florida
Moscow Museum of Western Art (formerly)
Museum of Modern Ari, New York
ey Wi i

llinois

Omaha University, Omahs, Nebraska

Oregon University. Eugene, Oregon

Oanks Museum of Art, Osaka, Japan

Pasadena M of Ari, Pasad, Calils

Philadelphia Museum of Arl, Philadelphia

Phillips Memorial Gallery, Washington, I, C.

Phoenix Art Museum, Phoenix, Arizona

San Antonio Museum, San Antonio, Texas

San Francisco Civic Cenler, San Francisco

Solomon Guggenheim Museum, New York

Stadlisches Karl-Ernsl-Osthaus Museum, formerly
F M Hagen,

Staedel Mnmlm Frankfurt, Germany

State Teachers College, Indiana, Pennsylvania

Stockhalm Museum of Modern Art

S M of Art, St G

Tel -I\m Museum of Arl, Israel

Ukrsinian Musuem, Lvov

Skt e
Univeraity of Dy , Newark, Del
i ily of Michi Ann Arbor, Michi

wnimyannum of American Art, New York
‘Wilminglon Art Society, Wilmington, Delaware
Yale University Arl Gallery, Mew Haven, Connecticut

B). PRIVATE COLLECTIONS
Mr. and Mr. Jerome B. Ackerman, New York
Mra. Max Adler, Chicago, lllinois
Mra. Alfred S. Alachuler, Sr., Highland Park, Illinocis
Mr. snd Mra. Rudolph Amendt, Malibu, California
Mr. Ernst Anspach, New York
Dr. and Mrs. Harry Bakwin, New York
Mrs. Mina Barzin, New York
Mrs. Robert Beyers, Chittenden, Vermont
Mr. Friiz Bienerl, Dresden, Germany
Mra. Lucy Blumenthal, New York
Mra. N. E. Brill, New York
Mr. and Mrs. Barnelt Byman, New York
Mr. and Mrs. Harry 1. Caesar, Salem Cenler, New York
Dr. and Mrs. Edward Calritz, Weshington, D. C.
Marchesa Cenati, Venice, Italy
Mr. Harsc Caylon, New York
M. Drew Chidester, San Francisco, California
Mrs. William Clow, Jr., Lake Forest, Illincis
Mra. Robert W. Connen, Morristown, New Jersey
Mrs. Theodore A. Cooke, Honolulu, Hawsii
Mr. Allred de Lingre, Jr., New York
Mr. and Mrs. Otho De Vilbiss, New York
Mr. Eric Estorick, London
Mr. Luis A. Eslremera, New York
Mrs. Wyn Rilchie Evana, Beverly Hilla, Californis
Mr. and Mrs. Abel E. Fagen, Lake Forest, Illincis
Mr. G. Peter Fleck, New York
Mrs. M. Friedman, Hightand Park, Illincis
Mru. Nancy Galantiere, New York
Dr. and Mrs. Abreham Ganz, New York
Dr. Irving A. Glaas, New York
Mr. Andrew Goeritz, London
Mr. Walter M. Goldman, Mount Vernon, New York
Mr. and Mrs. Rene Golschmann, New York
Mr. and Mrs. Walter D. Gray, Olympia Fields, llincis
Mr. Peggy Guggenheim, Venice, Italy
Mr. Wilhelm Hack, Cologne
Mr. H. C. Hammer, Itasca. Hlinois
Dr. Josel Haubrich. Koln-Mungersdorl
Mrs. Elesnor A. Hempstead, New York
Dr. and Mrs. S. Herben, Yonkers, New Yark
Mr. and Mrs. Paul H-ymlnn. Ojei, Olhhmn
Prol. Hans Hilds
Mrs. William Harold Hoover, Kensas Cily, Missouri
Mr. Walter F. Isascs, Seslile, Washinglon
Dr. and Mrs. Adem Jakymiw, New York
Professor Bertram Jessup, Eugene, Oregon
Mr. A A. Juviler, New York
Mrs. Hugo Kastor, New York
Dr. and Mrs. Benjamin Katz, Philadelphia
Mr. and Mrs. Theodore E. King, Woodstock, New York
Mr. Orval Kipp, Indians, Pennsylvania
Mr. and Mrs. Bohdan Kmicykewycz, New York
Dr. Bertha C. Koch, Omaha, Nebrasks
Mias Katherine Kuh, Chicago, Illincis
Mr. and Mrs. James G. Lambrakis, New York




Dr. Lange Ulrich, Krefeld, Koln, Germany

Mra. Alberi D. Lasker, New York

Mrs, 8. Lebalt, Chicago, [llinocis

Misa Trene Legendre, Queber, Canada

Dr, Lehmacher, Cologne, Germany

Miss Sally Lewis, Portland, Oregon

Mr. and Mrs. C. J. Liebman, New York

Mr. Raymond Loowy, New York

Mrs. Alexander C. H. Loud, Sen Francisco

Mr. Alberio Magnielli, Paris

Mrs. Alma Mahler, Hollywood, Calilornia

Mr. Stanley Marcus, Dallns, Texas

Mr. and Mrs, Louls E. Marron, New York

Mr. and M. Fred Dana Marsh, Woodslock, New York

Mr. George McVicker, Chicago, Illinoia

Mr. Charles Meyer, New York

Mr. and Mrs. Milion Meyer, New York

M. Sibyl Moholy-Nagy, New York

Mre. Maria Moller-Garny, Cologne, Germany

Mr. and Mrs. F. Molt, Sesttle, Washinglon

Mr. and Mra. Harry L. Nair, W. Harllord, Connecticut

Mrs. B. Nathan, New York

Mre. Clsude Nalhan, Highland Park, Dlincis

Mr, Milton Nebenzahl, Great Neck, Long [sland,
New York

Mrs. Olgs Newburg, New York

Prol. Emil Neuler!, Darmatadt, Germany

Mr. and M. Hans Neuman, Caracas, Venezuela

Mr. and Mra. Jack Nussbaum, Los Angeles, Californin

Mrs. Warner Oland, Hollywood, California

Mra. Belle Politi, New York

Mra. Selma Leone Powers, New York

Mr, and Mrs. Alewander E. Racolin, New York

Mr. Carl J. Recs, Newark, Delaware

Mr. Emil Revynk, Middle Village, New York

Mr. Jack C. Rich, Great Neck, Long Island, New York

M. Ursula M. Rillau-Weimersheimer, New York

Mr. Edward G. Robinson, New York

Dr. and Mrs. A. Roland, Siaten Island, New York

Mr. and Mrs. Alired Romney, New York

Mnra. Tony von Horm Roothbert, New York

Mr. Billy Rose, New York

Mr. Saul Rosen, Palerson, New Jersey

Mr. and M. Randolph 8. Rothschild, Ballimore,
Maryland

Mr. Peler A. Rubel, Connecticul

Mr. and Mrs. Joseph Rubin, New York

Mes. Cornelia Runyan, Mslibu, California

Mr. and Mrs. Daniel Saidenberg, New York

Mr. G, Sellner, Darmatadt, Germany

M. Flora Schofield, Chicago, Illincls

Mr. Fritz Schuller, New York

Dr. and Mrs. Irvin Selikoff, Ridgewood, New Jersey

Mr. G. Sellner, Darmstadt, Germany

Mr. William Semcesen, Oslo, Norway

Mr. Stephen Shumeyko, Jersey City, New Jersey

Mr. Roman Slobodian, Jersey Cily, New Jersey

Mr. Joseph Solomon, New York

M. C. Spalding, Lake Foresl, Illinois

Mr. and Mra. H. Spurgeon, New York

Prof. Roman Smal-Stoski, Milwaukee, Wisconsin

Mrs. Charles I. Stoloff, New York

Mru. Edna L. Stone, Carmel, California

M Irving Slone, Encino, California

Mr. Karl Stroher, Darmatadt, Germany

Mr. and Mrs. Augustin Sumyk, New York

Mr. Eugene Sumyk, Neptune City, New Jersey

Mrs. George B. Tewney, Chicago, Illinois

Mr. and Mrs. Peul Thechald, Chicago, Illinais

Mr. and Mra. H. P. Ullman, Sants Monics, California

Mrs. Alexander B, van Leer, La Jolls, California

Mr. and Mrs. Morris Wade, New Rochelle, New York

Mrs. Nell Walden, Schinznach Bad, Switzerland

Mr. Carl Weeks, Den Moines, lows

Mr. Gustal Weidel, Stockholm, Sweden

Mr. and Mrs. Walter L. Weil, Bedlord Village,
New York

Mr. Roberl 5. Weis, Sunbury, Pennaylvania

M. R Weisman, New York

My, Edward Weisa, Chicago, [llinois

Mr. and Mrs, Robert Wheelwright, Wilmington,
Delaware

Dr. Erich Wiese, Darmatadl, Germany

Mrs. J. Wilson, Seattle, Washinglon

Mrs. Arline Wingate, New York

Dr. Wolodymyr Wezniak, New York

Dr. Helen Wrecions, Bay Shore, Long Island, New York
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Iden, see also Intellect, 29. 39, 46. 63. B2
Imagination, 30, 70, 80
Imitators, 72-T4, 81
Inca, 49. 60
Indian, American, 22, 33, 41. 44. 47. 48, 81
Industrial, see Arl. Design, Malerialn
Inheritance, see Heredity
Inlay, 84
1 ion, see Archipenko, Al der. in Name Index
Tnsect. 34, 56. Platea G. H. 1. pp. 34
Inatinct

in animals, 15, 34; in man. aee also Inluition. 15, 18,

20.22, 29, 33, 34, 37

Intaglio, B0, 84

Italian, 51. Diagram II1, p. 51

Intellect (and Intelligence), 15, 22, 27-30. 46, 6A, 59, 67,
3. 8
in relation Lo art, 21, 27, 28, 33, 38 54, 75 W
emalion, 29; to [orm, 33, 34, 37-39, O1; lo inven.
tion, 27, 28
Interlerence, 22, 23

ol i T, A2
Intuition. ser ofso Instinct, Subconaciousncss, 15, 20, 21,

2 5 see alen Archipenku,
Alexander, in Name Index, 15, 19, 23, 28, 33, 36,
37,39, 40, 44, 46. 49, 55, 59. 71, B, 50

in relution to genelica, 17; 1o intellect. 27, 38; to
. 18 Wy, . Al lo uni 1
energy. 17, 18
Inversion, sce Arl. Concave, Form. Sculplure

Japanese
musical instrument (sume-kola), 61
prints, 49

Kiev, 71, 81, B3, A, A9
Kiev Academy of Arl. 71, A1. 90
Knimsus, 77

Laveoon, 57. iR
Latent. sev Force. Subconscisusness
Law
vonstruclive. 34, 70
crealive, universal, 1A, 19, 34, 55
of arl. 70, 72,
ol dynamiwm. 12
Torme, 34 of molion. 28; of parllelism, 31: of
transmutation. 54
Lesder. 70. 72. 73. 18
Lex Demoiselice f Avignon. by Picasso, 49
Light, 34. 36, 53, 72. 74. B4, At
electric. inside. 36, 60, 61. K, 84, B6
in comstructions, Gl 64: in peinting. 35, 65 in
polyehrome . 45 in sculy inting. 41,
44, 63 64. B2: in seulpture. wee Sculpture
muslulolion of, 6. 61
Line, 38, 43, 46. 48, 50 .63, 67, 70.70, 75, TH, 79, 81, K2,
B5, HG, AH. 90
in sculpto-painting, 43, TH: in sculplure, sre
Sculplure
aymbalic, 61, 62, 75
Luminusity. G0, #6. B9

Manilesto
of Archipenkno. 44, 45
ol Constructivists, 85
Marxism, see Communism
Mass, wee Volume
Masier. B2, 89
Mei . Maleriala. 37, 34, 55-58. /70, G4
indusirial, 74. 80-82
wsed by Archipenko, 72, 75. 79, #1.81
in collage. /4. 65 constructions, 45-47, 49, 64,
T4-T6, RO-RZ, 5. BA: in refloctions, 58, 60, 7 5
BG. B; in sculplo-painting, 37. 40. 41, 4145, 47,
48, 53 64, 72, T5-T7. 79: in transparcncics. 47.
60, 61, B4, BS




varieties of: sluminum, 72. B4. 85 brass, 59. 76,
B5. hronze, 75, 79, B3, 68, 89: cardboard. 79, 85,
#9: copper. 47, 58, 76, B9 fibers, 80; formice. 26;
‘German silver, 76; glasa. 40, 47. 49, 59, 61. 64, 72.
74-76. B0-82; lucile, 61, B1. 84 marble, 61, 80, B5;
metal. 40. 47, 58. 60, 64. 72, 74.77, 80-82. 85. 86.
84, B9; Mexican onyx, 75; mirror, 47. 74, 88:
mother-of-pearl, BS; paper, 85. 88; papier-miche,
40, 72. 75. 76, B5: plaster. 79, B5; plaatics, 35, 36,
47. 61, BO, 81, 84; plates, ser metal: plexiglass, 60,
61. T2. B4, B6; screens. 47. sleel. 47, 60, 80; slone,
B9, 91; stones, precious and semi-precioue. 75. 83;
terra cotls, 72, 75, 79 8. B3, BA. 90: Lin. 76, 89,
wire, 64; wood, 40, 47. 49, 61, &4, 72 74-77, T9.
B0, B2, 85-90
Mathematics. 71. 72. 68-90
Matter, 19,27, 29 37, 38. 45. 4
abstraction of, 13, 20, 21, 27, 35. 37, 54, 55. B4
and spirit. see Spirit
an symi ferm. 37
b ion of. see of
in relation Lo change, 27; to space. see Space
unity of. with abstracl foree. 29, 30, 35, 38

Mayan. 49
Memory, 3. 54, 57. 58
M hcsin, sed Tranal

Metaphysics, 18, 29, 32, 35, 40, 46, 55, 58. 62, B3. 89
Mind. ser alsc Intellect
individual. 29
universal, I5. 18, 19, 29, 32, 37
Minerals, 15, 20, 27 29, 33, 37
Mohile. Mobiles, 80, B1

wee
Muotion and Movement. B7. 88
bodily, racial, 40, 66
in Archipentura, 65-67. 83; in consiructions, 47, 80:
in painting. 65. 66; in lpto-painting. 80; in
sculpture. 67. T9; in work of Archipenko (in
general), 75, 79, B6, 89, 90
perpetual. in nature, 27-29, 66
Movement onward. see also Forwardness. Progression.
21. 38
Muscums, ser Galleries
Music, 23. 30, 35, 40, 45. 47, 53, 67. 71. 74. 83, B0
of the spheres. 71
silence (intervals or omissions) and sounds in. 41,
54, B0, 90
Myslery. 58, 71. B4, A5
Mythology. 44. 45

Maturalism, 31, 36, 39, 48, 62, 76. 80

in work of Archipenko. 38, 48, 62. 79. 82, 83
Nalure, 20, 21, 27, 30. 34. 35. 38, 58, 70, 79 (footnote),

81, B5

ahstract lorces of, 15, 29, 30

color and form uniled in. see Color. Form

coniact with. through cells, 15, 18, 19

creative forces ol. 27, 29, 54

forms of space in. 56

maolion in. see Motion

translormations in. 30-32, 36-40: symbolic, 22, 62
Nehulae, 17, Plate A, p. 16

Andromeda. 17, 31; Sagitlarius trifid. spiral.

Negative, 56, 58

combined wilh positive, 52. 53. 58. 78. B0, 84. B6. 90
Negro art. 40, 49, 51, 52, 56, 75, 77, Disgram V, p. 52
MNew Yark. 65, 66, 81 (lootnote)

Art News, 22 (foolnota). 26
Congressit Record, 22 ([
New York Times, 22 (loolnole)
Onservatore Ronan, 23
Soirfes de Paris, B8
Telegrafo Livorno, 22
Ukrainian News, 22
Non-academic. 71, 73, B2
Non-sccidental. 38, 70
MNon-existence. 78
maleriality of. 54, 55. 58. 74, B3
N jistic or listic, 22, 62
in wurk of Archipenko, 41, 46, 77, 79-82, §7-91
Non-symbeolic. 51. 55-58
Nucleus
biological, 19
cosmic. 70

Observer of arl. see Spectator
‘Obstruction, see Interference
Occidental. 40
Oriental
body movements, 40
geomelrization in, 49
inlays. 64
sculpture, 60
Orientation. 15, 53
crealive. 29, 45

" or intel 1, 15, 21,27, 28
QOutline. see Line

Painter. B8, 90
Painting. 40, 65, B5-87, 89, 90
as sketch for construction, sculpio-painting,
sculplure. 65
bined with scul in sculplo-painti
76. 78,79

with sculpt
with sculplure, 34, 35
in relation Lo formative law of nature, 34

41, 43, 44, T

new devel of. in Archi 65.67, B3
three-dimensionality in. 65
Parallelism

law of. 31: in relation o art. 31. 54; to invention
and progression. Al
Paris. 25, 48-50. 65, T1. 75. BL. 82, 85, 86, A8, 91
Perforalion. see also Form, Void. 40. 43; Diagram I,
P 42
Peruian. 56-58, Plate J, p. 57
Perspective. 43. 55. 60. 77. 79
Philosophy. 21. 22. 25. 28. 37-40, 50, 59. 7. B4, 89
ol negation. 30
Physiology. see also Paycho-physiclogical, Psychol
18, 19, 37, 39, 46. 58
Pioneer. B2. 84. 85, 83
Plagiarism, see Imilators
Planes. 47, 59, 61. 65. 72, 75. 76. 67




Planets, 15-17. 29, Plate A, p. 16

Plants, 15. 20. 27, 31. 33, 34. 37, 66

Politics. 22-25, 50

Polychromy, 40-45. 47. 63, 72. 75-77. 79. 83, 85-88, 90

Pompeii. 75

Portraits, 62, 82

Posilive, 60. B7

combined with negative. 52. 53. 58, 78. 80. 84. 86, 90

Polency. 29. 30, 39

Power. 82. 85, 86, 89. 90

Primitive and Primilivism. 22, 82, 86, 88. 91

Progress, Progreasion, 18. 20, 21, 27-28. 31

Proportion, 89, 80

Psychoanalysis. 1B

Psychological, 18-20, 37. 39. 44.46. 53. 54. 56-58. 61. 62,
66, 67

Psychology. see also Psycho-physiological, Physiology,
20, 23, 32, 35, 39, 46

Paycho-physiological. see olsa Physiology. Psychology.
30-32, 35, 37. 54. 59, 61

Realistic Manilesto. of Gabo and Pevsner, 85
Rebel. 71, B1
Reflection. 36, 47. 55. 59, 60, 74, 76, 89
Reincarnation. 19, 54
Relativity, 19, 30, 31. 35-37, 45, 53, 54. 59
theory of. 50. 65, 67, 71, 73
Reliel (or relievo), 45, 51. 52, 60, 87
della Robbhia. 41
Egyptian, 51
in collage, 64. in constructions. 47. 60: in sculpto-
painting, 40-43, 47. 48. 76-79. B5
Integrated with concave, 53. 80
Ilalian. 51
Religion. 15, 17. 19, 22. 23, 25, 26, 32, 37, 39. 40. 50, 54.
T4, 75. B4
based un symbalism. 30. 46
Renaissance. 40
Revolution
artistic, see Arl
cosmic. 74. B7
Revolulionary. 72, 76, 79
Rhythm, 20. 34. 36-38, 43. 45. 52. 58. 60. Gl. 64. 66, 67,
71, 73-75. 77-79. 83. 87-%0
Roman, 39, 80
Russia. Russian, 23. 50, 85, 88

Science, 19, 20, 22-25, 28. 33. 37-40. 45. 50. 54, 71. 90
Christian. 18
Scientist, 18
atomic. 19. 33
Sculplo-painting. 36. 37. 40-44, 55. 65. 72. 75-80, B2, 87,
Diagram 1. p. 42
abstract in. see Abstract
collage in. 64, 65
color in. see Color
concave in. sace Concave
contrasied with Cubism. 43. 53. 77-79: wilth paintling.
41. 43. 44: wilh polvchrome sculpture. 41. 44, 77.
79
depth in. see Depth
form in. 40-44, 53, 63, 717. 78. A2. 87
geomelrization in, 47, 49, 53. 78. 79. 87

lighl and shadow in. 43, 44, 63, 64, 77. 82
line in, 43, 78
malerials in, see Materials
reflection in, 59, 60
relief in, 40-43. 47. 48. 76-79. 85
space in. 40, 41. 43, 44, 64, 76, 76. 79, 87
style in. 41, 44
symbolism in. 41. 43, 44
technique in. 41, 43, 44, 49, 76, 79, 82
texlure in, 40. 43, 47, 48
unity of color and lorm in. 40-45, 63, 75, 76
Sculptor
ancient, 56, 60. 84
modern, 44. 49, 78, 82-88, 90
Sculplure. 47. 60, 72. 73, 76-82, B5-90
and style, 40
concave, see Concave
conlrasied with painting, 34, 35
form in, 34-36. 40, 60, 77. 79. 81, Diagram 1. p. 42
geometric. 48-50, 88, 89
in lucile and plexiglass, 61
in relation lo formative laws ol nalure, 34; to
preliminary skelches, 63. 65
light and shadow in, 35, 45, 53, 67, 75, 77. 83, 86,
B7. 90
line in, 61, 71-73, B1. 85. 90
modern. 35, 51, 72. 78. 79, 85, B9, 91
motion in, 67, 79
polychrome
American Indian, ancient. baroque, Gothic, 40, 41,
44, 45, 47
conlrasled with monochrome sculplure. 44. 45, 47.
75, 90; wilh sculplo-painting. 41, 43, 44. 77. 79
modern. 44. 45, 72, 75. 79
space in. 55-58. 78, 79. 90, 91
symbolic, 35
Section o'Or, 50. 89
Sensuousness, 30, 31. 33, 35, 40. 58, 62, 71, 77, 78
Sexualily. 31. 40
Shadow, 34, 35, 53, 74, 87
in conslructions, 63, 64; in painling. 35, 65; in
sculplo-painting, see Sculptlo-painting: in sculp-
ture. see Sculpture
Shape. see Form
Simplification, 48, 49, 75. 77
Skelches. 63-65, B5, 90
Sound. 36. 37
in music, 40, 41, 47. 58
Space, 34, 36, 37, 55. 59. 61. 66, 67. 71, 72. 78, 81, 87, 91
and matter, 55-58, 61, 72, 78-80, 82, 86, 89; and lime,
15: in art. 19, 66, 67. 83
form of. 55-58, 61, 64, 74, 75, 79, 63, 84, 91, Plate J.
p. 57
in Archipenlura, see Archipentura; in collage, 64,
65: in constructions. 47. 64. 85; in painting, 55, 56;
in sculpto-painting. see Sculpto-painting; in sculp-
lure. see Sculpture
modelling (modulation) of. 43, 52, 53. 74. 75. 79,
83, 86, 87
Speclalor of art, 19, 36
creative participalion of, with artisl, 20, 21, 24. 26,
J5. 45, 46, 58, 62. 84
Spirit. 15, 19. 20, 23, 24. 25, 29-31, 33-36. 44. 48, 72. 63,

107
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88
and matter. 15, 27, 35, 37-39
Holy Spirit, 83. 84
Spiritual. 18-22, 24, 26, 28, 29, 32, 34-36, 39-41, 44, 45,
48, 52, 53, 55, 56. 58, 62, 64, 70
Spontaneity. 28, 29, 63, 64
Star trails, 17. Plate A, p. 16
Stalic. see also Change. 20, 27, 36. 67
Style and Stylization. 34, 38-40. 45. 48, 87
ancient, 38, 76. 78
Egyptian. 39. 40
geometric, 47, 48
Gothic, 21, 22, 39, 40, 74
Greek, 39
Hindu. 22. 40
in collage. 64: in drawing, 63, 82; in sculplo-paint-
ing. 41, 44, 76; in portraits, 62
modern. 25. 39. 40. 52, 61. 73-77, 81, 82, 88
Negro, 40
Roman, 39
Subconsciousness, 19, 20, 37, 39, 54
dreams, 19, 54
somnambulism. 29
trance, 21
visions, 54
Supremalism, 22
Surrealism, 22, 49 ([ootnote)
Swaslika, yee Symbol
Symbol, see also Symbolism, 30, 31, 44, 54, 55, 61, 62,
74, 75
of absent form, 53, 55, 79
of the crosa and swastika, 46
three Lypes of: conventional, 30. 46; individual, in
art, 30, 40; literary and religious, 30, 40
Symbolic, see Symbolism
Symbolism, see also Symbol, 22, 32, 33, 35-37, 43, 45,
46, 87, 89
and sbstraction, 30, 45, 64
as basis of art, 30; of music, 30; of religion, 30, 46
in concave, 32; in constructions, 46, 47; in portraits,
62; in sculplo-painting, 41, 43, 44
in connection with metaphysics, 46, 64
of negative and positive, 58, 87; of space, 55, 56, 58
relalion to. of color, 46; of form, 46, 47, 62, 79; of
tenture, 46

Tahoo. 23
Tanagra, 44
Technique. 25, 32, 36. 38-40. 45-47. 49, 50. 53, 55, 56,
59, 61, 63-65, 70. 89, 91
in sculpto-painling, see Sculptlo-painting
Technology. 50, 80
Textiles, 47. 61
Texlure, 34, 36-38, 40, 43, 46-49, 63-65, 79, 85, Diagram
I p 42
Three-dimensionality, see Painting, Sculpto-painting,
Sculplure
Time. 28, 37, 39, 40
and space, 15; in art, 19, 66, 67, 83
in relation Lo change, 27, 40, 66, 67
Tiryns, 77
Tradition, 72
Trance. see Subconsciousness
Transformation and Transmulation, 20, 21, 27, 31, 36-
40, 45, 54, 58, 59, 67, 14
as universal cause of invention, philosophy, religion,
acientific discoveries, 37
in and of nature into symbolic forms, see Nature
stylislic, 22, 35, 38, 40
symbolic, 22
Transparencies, 36, 47, 55, 60, 61, 64, B4
in collage, 64; in constructions, 47
Truth, 15, 25, 30
Twentieth century, 23, 50, 72, 78, 83, 86

Ukraine, 71, 76, 83, 85, 89

Uniled States, 71. 83, 86

Unily, universal, 15, 17

Universe, 17, 18, 27-29, 33, 37, 39, 70, 87
Unknown (The), 18, 19, 29, 31, 72
Unknown language, 84

Utopia, 29, 54

Vatican. 21. 23, 88
Void, see also Absence, 40. 43, 66, 57, 75, 80-83, 86, 87,
89. 80
and matter or volume, 72. 74, 78, 82, B5, 89
Volume, 56-58, 78-80. 82. 83, 85. 88, 89
and void, see Void

Wisdom, see Intellecl

NAME INDEX

Apollinaire, Guillaume. 25, 50, 89
Archipenko. Alexander,
Cubist period of. 37. 49. 79, 85, 88. 89
diversity of, 18, 20, 21. 26. 36, 38. 72. 74-76. B)-83.
85, 88-90
geometrization of, conlrasted with Cubism. 47. 49,
53
influence of. 58, 70, 72, 74. 76, 77. 81, 82, B5. 89, 91
influence of his [ather upon, 71, 83, 89, 90
influence of his grandfather upon, 90
innovations of, 35, 43. 49, 51, 52, 58, 60. 74-81. 83,
B87. 89

inventions of, 21, 36. 38, 40-44, 65-67. 71-75. 78. BI.
82. 89, 90. Diagram 1. p. 42
non-nationalislic aspect of. 73
working process of, 21, 55. 63
Auerbach. Arnold, 25. 75, 78. 79. 80
Bach. Johann Sebastian. 71
Barr. Alfred H.. Jr.. 25. 49 (foolnote). 77. 84, B85
Barye. Antoine Louis, 73
Basler. Adolphe, 25. 78
Beethoven. Ludwig van. 24. 33. 58
Bergson. Henri. 31, 55. 57, 87. 89
Bitterman. Eleanor, 84



Blakshear, Kathleen, 84

Blériot, Louis, 50

Boccioni, Umberto, 85, 91
Brancusi, Consiantin, 81, 89
Braque, Georges, 48, 50

Bulliet, C. J., 26, 70, 71, 75. 80
Burchard, Ludwig, 86

Calder. Alexander, 80

Caldwell, Erskine, 83, 84

Caruso, Enrico, 44

Casson, Sianley, 25, 73

Cendrars, Blaise, 72, 73

Cézanne, Paul, 48, 49, 77

Cheney, Martha and Sheldon, 25, 85
Cheney, Sheldon, 78

Caaky, Joseph, 78

Daubler, Theodore. 25, 77, 87
Darwin, Charles Robert, 31
Delauney, Robert, 50

Duchamp. Marcel, 50
Duchamp-Villon, Raymond. 50. 78
Dumont, Pierre, 50

Edison, Thomas Alva, 50, 65
Einstein. Albert, 19, 50, 85, 67, 71, 73
Epstein, Jacob, 73

Faulkner, John, 84

Ferat, Serge. 50

Freud, Sigmund, 31

Fried, Alexander, 80, 81
Furiwaengler, Wilhelm, 63, 83
Gabo, Naum, 85

Gardner, Helen, 85

Genelli, Bonaventura, 71, 82
Giacomelti, Alberto, 80
Giedion-Welker, Carola, 74, 81, 82
Gleizes, Albert, 50

Goll, Ivan, 25, 50, 60, 74, 75, 88, 89
Greco, El, 85

Gris, Juan, 50

Guegnon, Pierre, 26, 89

Halle, Fannina W., 79

Hartlaub, G. F., 70, 86

Hekler, Maxim, B6

Hildebrandt, Hans, 25, 76-78, 89-91
Hitler, Adolf, 23

Hiynka, A., 83

Holubetz, Nicola, 73

Hope, Henry R., 25, 91
Hordynsky, Sviatoslav, 1-3
Huguet, George, 49 (footnote)
Kandinsky, Vasily, 79

Karpfen, Fritz, 70

Kuhn, Allred, 63

Kupka, Frank, 50

La Fontaine, Cardinal (Patriarch of Venice), 22, 25,

26, 88
La Fresnaye, de, Roger, 50
Laotze, 56

Laurencin, Marie, 50
Laurens. Henri, 78, 85
Le Beau, Alcide, 50

Le Fauconnier. Henri Victor Gabriel, 50

Léger, Fernand, 50

Leibnitz. Goltfried Wilhelm von, 72
Lhote, André, 50

Link. Erich. 86

Lipchitz, Jacques, 72, 76, 82, 91
Magnielli, Alberto, 81 (footnote)
Maillol, Aristide. 71. 74
Marcoussis, Louis. 50

Marconi. Guglielmo, 19
Marderstleig. Arnold. 25, 71, 72
Matter, Herberl, 80
Mengelberg. Josef Willem, 63
Melzinger, Jean. 50
Michelangelo Buonarroti. 23
Moholy-Nagy, Laszlo, 80, 81
Moore. Henry, 72, 81, 82, 84
Myshuha. Luke, 73, 74
Osborn. Max, 70

Pevsner. Anloine, 85

Phidias. 91

Picabia, Francis, 50

Picasso. Pablo. 48-50, 70. 72, 73, 78, 82, B5, B9

Plato, 28, 29, 87, 87 (foolnole), 88
Praxiteles, 91

Rameden. E. H.. 81, 83

Raynal. Maurice. 25, 72. 88

Regnault. Alexandre Georges Henri, 71

Rembrandt van Rijn. 34
Robbia, della, Luca, 41

Rodin, Francois Augusle, 71, 75, 82, 90, 91

Roénebek, Arnold, 53
Rubens, Peler Paul. 79
St. Augustine, 88

St. John, 84

Schacht, Roland. 25, 79

Schiller, Johann Christoph Friedrich von, 31

Schnier, Jacques, 82
Seurat, Georges, 34
Shevchenko, Taras, B3
Silex, Karl, 25, 83, 84
Spencer. Herbert, 31
Springer, Anlon, 70
Survage, Leopold, 50
Tchaikovsky, Peter Ilich, 83
Ternovez. B., 72

Thoma. Hans, 79

Villon, Jacques, 50

Vineci, da, Leonardo, 71, 90
Walden, Herwarlh, 50
Wescher. Herta, 85
Westheim, Paul, 77, 87
Wichert, Fritz, 62

Wiese, Erich, 13-15, 25, 75, 82, 83, 87
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