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THE QUESTION OF "TRUTH" BY FERNAND LEGER 

actio] e room 

enfant terrible. 

will appear as 

One might think that the moving pictures, for instance, conltl represent the 
"truth." Not at all. They are the product of actors, stage sets, make up, all that 
is artificial. In moving pictures we are far from "truth ," very far . . . 
If one day they will invent an apparatus which will make it possible to take 
moving pictures of people who are not aware of being photographed, through 
the opening of a door, through a keyhole—12 hours of the life of a family— 
. . . we may have "truth." If they would project the whole thing without retouch-
ing, crude, just as it is, you would be frightened by the unexpected aspect of 
the result. We are living in such an artificial way that "truth 
surprising as the opening of a new world. 
A considerable part of our life is spent in hiding the truth which always tries 
to break out. Education, religion, the "decorative life" are three inventions, 
three envelopes created to conceal the truth. However there would be no art, no 
science without " t ru th" which is the driving power, the means of control for every 
moving or useful work that man has created for his daily satisfaction/ 
This concern about " t ru th" is always present in us, around us, everywhere; for 
truth possesses the force of natural non-controllable events. There is the tempest, 
the cyclone in it; it can be the cause of irreparable disasters. Conventional order 
in a society is organized below that vital line. Consequently it is possible for 
society to achieve a certain harmony of relationships. The "enfant terrible" 
who speaks the truth is a nightmare for the rest of the family; he is the ill-bred 

child. As a solution they invented a decorative life, an education, religion . . . 
"Tru th" in painting is color at its fullest; red, black, yellow, since thfe pure 
tone in painting is reality. Also it is the use of pictural contrasts, the design that 
reenforces color, the form (objective or invented) which together with color anc 
design creates an equivalent of the real. The fear of truth however, will make 
the people prefer the other . . . The other is the decorative picture which fuses 
itself with everything, harmonizes with everything, the "painting of repose." 
The beautiful picture makes another story. It is an event in the home with all 
its consequences; it takes the leading role, the center of 
the furniture is adjusted to it. The difficulty is tl^ find pi 
force because a painting is the antithesis of a wall. It also is an 

" T h e Keys" s nf object by Fernand Leger , 1928 
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Stratl imore Dwellings, Westwood. Cali-
torma, designed by Riehard J . Neutra 
architect , and Peter Pfisterer, collaborator 



Pen and ink drawing from the "Fables of Aesop' 
and wire sculpture by Alexander Calder. Back 
ground : Skywriting, photograph by U. F. A. 



ALEXANDER CALDER: MOVEMENT AS A PLASTIC ELEMENT 
BY JAMES JOHNSON SWEENEY 

Upper r i g h t : outdoor "mobile" by Alexander Calder. Giant Swing in the Pa r i s Exposition of 1037 and wind mills a t Chicago's Fa i r of 1S93. 

The basis of graphic representation is a kinetic pleasure—the rhythmic 
gesture. The finger or pointed stick first recorded it in the sand, as chalk 
records the child's gesture on city pavements today. But our satisfaction at 
having achieved such a record soon crowds out all conscious recollection of 
the pleasurable sensation which underlies it. We quickly come to feel that 
our pleasure in regarding such a graph derives from some quality inher-
ent in the linear organization itself ra ther than from kinetic experience of 
which it unconsciously reminds us. 

Calder in introducing actual movement into his plastic organizations 
has given a new emphasis to the basic rhythmic gesture. This has had 
the fundamental value of a primitive appeal. And, it comes with Calder's 
work, at a moment when plastic expression is ripe for such a physical 
realization of movement. 

Since the close of the Renaissance the trend in plastic design has been 
away from the suggestion of fixity to one of mobility. The closed, symmetrical 
form has given way to an open asymmetrical one. The mathematical conven-
tions of a strict perspective-approach have yielded slowly to a free, harmonic 
ordering of the picture-surface primarily dependent on the individual artist's 
sensibility. The single fixed viewpoint dominating the geometrical landscap-
ing of a Lenotre was seen gradually to have resolved itself through Langley, 
Brown and Repton to a multiplicity of viewpoints that grew out of the wan-
dering paths of late continental versions of "English" and "Chinese" gar-
dens. While in architecture, as early as Schinkel and Nash, the formalistic 
stage-set character of the Baroque was turning to a free organic develop-
ment of the building from within, on the basis of living requirements and 
in keeping with the demands of the natural surroundings in which the build-
ing was set. In short, the trend from the close of the Renaissance to the 
present day has been one of a growing interest in free natural rhythms 
and their adaptation to plastic expression. 

It was only a step fur ther for Calder to bring back actual movement in 
place of the suggestions of it. And the immediacy of this stimulus carried 



r 

with it a primitive strength of rhythmic evocation that is 
perhaps Calcler's most striking contribution. But a still 
more personal and perhaps more important one lies in 
his recognition of another feature of natural movements 
•—their unpredictable character and the esthetic possi-
bilities of the unexpected. 

The Industrial period, which was ushered in almost 
contemporaneously with the Romantic Revival, provided 
a wealth of new materials and plastic possibilities through 
the development of the machine. Bnt two factors militated 



Right : Alexander Calder's "mobile 1939." 
Above : same mobile in a revolving slow 
motion : photographs by Herbert Matter. 
Opposite page : a pat tern created by a 
golfer str iking a ball. Multiple flash photo-
graph courtesy of Spalding Brothers, 
Edgerton. Germeshausen and Grier pho-
tographers. 



against a ful l use of the opportunities presented. On one hand the com-
placency of the Victorian world led it to feel it could improve on pre-
industrial period expressions with the tools and the materials of the Indus-
trial Age. The result was an ugly parody which caused a sensitive revulsion 
from the machine to a pre-Raphaelite escapism. But such a retreat into 
the past naturally called up a protest. And shortly after the opening of 
the present century we had a sentimentalization of the machine. 

New materials, new forms, unlimited possibilities opened up toward a new 
plastic idiom were clearly recognized; but the romantic adulation of the 
machine which was felt necessary to offset the hostility of the previous gen-
eration made an honest plastic approach, for the time, next to impossible. 

It was here that Calder's recognition of the potentialities of the surprise-
factor in free rhythms and his ingenious, yet unaffected use of it served at 
once as a tonic and purge. The critics of the Romantic movement had been 
attracted to the unpredictable features of nature and had rediscovered 
through them the esthetic of the unexpected. Calder in adapting the natural 
rhythms also recognized the dramatic value of the surprise element. And 
his extremely personal use of it has probably done more than anything 
else toward combatting the fustian seriousness and lack of sense of humor 
that grew out of the sentimentalization of the machine, and toward laying 
a sound foundation for a new machine age idiom. 

And in Calder's work these are by no means recent developments. 
Throughout, we see both these features constantly present: on one hand, 
the movement-through-space, as clearly represented by his tiny Aesop illus-
trations as by the skywriting of an airplane; on the other, a readiness to 
accept a hint from the nature of the material itself toward an unexpected 
rhythm or effect, now a tree root that becomes a curiously distorted rep-
resentation of a cow, now a figure drawing that takes on an unfamiliarity 
from his use of an unbroken line. In his wire caricatures we see a similar 
approach to that of the Aesop illustrations. And in the later mobiles the un-
expected rhythmic turn may again be derived directly from nature in a puff 
of wind that tosses the arms of the object, or from a mechanical rhythm 
produced by some twist in a wire or idiosyncrasy of the material. 

In Calder's mobiles we have the tonic which clears away the sentimental 
approach to the machine, and lays a new stress on the rhythmic fundament 
of design through a physical representation of movement. 

28 Alexander Calder : three Mobiles 1937 



Water Ballet designed by Alexander Calder for 
the pool of the Consolidated Edison Building at 
the New York World's Fair . Above sequence ot 
the twenty drawings i l lustrates the five con-
secutive scenes of the ballet. The effect is ob-
tained bv the plav of fourteen nozzles controlled 
by timing devices. R igh t : t ime schedule of 
water play. 
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TUBERCULOSIS CLINIC DESIGNED 

BY I . GARDELLA AND L. MARTINI 

Built by the province of Alexandria to provide facil i t ies 
for the examination and t rea tment of pat ients and to 
house the ant i tuberculosis service. The s t ruc ture is re-
inforced concrete ; heating, by radia t ing panels located 
in floors and ceilings ; curtain wall of the south eleva-
tion, of white thermolux. The exterior walls are light 
yellow, the set-backs, blue, the screen of the solarium, 
made of bricks with white joints . Floors are of white 
terrazzo, interior walls are light blue and ceilings white. 
Ground floor plan : 1 Ent rance to the social service ad-
minis t ra t ion. 2 Pa t ien ts ' entrance. 3 Service entrance. 
4 Vestibule. 5 Visiting heal th service. 6 Director. 7 Re-
ception. 8 Wai t ing room. 9 Supplies. 10 Dressing rooms. 
12 Fluoroscopy. 13 Laboratory. 14 Dark room for throa t 
examination. 15 Examining rooms. 16 Radiography. 
17 Dark Room. 18 Rest room. 19 Pneumonothorax. 
Second Floor : 20 Jan i to r ' s apar tment . 21 Solarium. 
22 Corridor. 23 Social service. 24 Archives. 25 Pat ien ts ' 
rooms. 

Le f t : the solarium. Above : interior views of clinic. 
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