One of the leading sculptors of the Abstract
Expressionist era, Theodore Roszak (1907-1981), actually
began his career as a Constructivist in the early 1930s.
During this period, Cubism, Surrealism, and Construc-
tivism were the dominant vanguard modes in the United
States, and Roszak’s works from the 1930s were an inven-
tive synthesis of these trends. Influenced by the stylistic
pluralism of the decade, Roszak produced reliefs that
were a fanciful blend of biomorphic and geometric ab-
straction, transforming these developments into a distinct-
ly personal repertoire of forms. In the 1940s, he purged
his constructions of their Surrealist content, adopting an
angular, reductivist style derived from Purist painting.
Moreover, Roszak was one of the first American artists
to embrace the machine aesthetics of the Bauhaus, and
he used a variety of industrial materials and technical
design methods in creating his relief constructions.

Born in Poznan, Poland, Roszak settled in Chicago
with his parents in 1909. He began a five-year course
of study at the Art Institute of Chicago in 1922 which
was interrupted in 1926 by a year of classes at the
National Academy of Design. During this period,
Roszak’s output was devoted to painting and lithography,
and his style was indebted to such early modernists as
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George Bellows and George Luks.

In 1929 Roszak went to Europe on a fellowship,
and while visiting Paris he was exposed to such radical
vocabularies as Surrealism, Purism, and Cubism. Roszak’s
fellowship period, mostly spent in his studio in Prague,
coincided with the “Exhibition of Contemporary Culture”
at Brno which extolled the active collaboration between
Czech artists and industrial designers, a trend stimulated
by the technical orientation of the Bauhaus design pro-
gram. Roszak also learned of Bauhaus precepts by read-
ing Llaszlo Moholy-Nagy's book, Von Material zu
Architektur. Published in the United States as The New
Vision, in 1930, it had a tremendous impact on the de-
velopment of geometric abstraction in this country.
Throughout the book, Moholy-Nagy stressed the utiliza-
tion of the machine as a versatile tool in art making, and
the finely-crafted appearance of Roszak’s constructions
attest to his skill in handling mechanical processes.

Upon returning to the United States in 1931,
Roszak settled in New York City and was awarded a
Tiffany Foundation Fellowship. For the duration of the
grant, Roszak lived in Oyster Bay, Long Island, and it was
at this time when the artist first turned to making
sculpture, producing large-scale reliefs carved from
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plaster. Prior to his adoption of sculpture, Roszak had
painted a series of Surrealist landscapes and Cubist-
inspired figure studies. In many of these works, Roszak
included an assortment of geometric forms rendered with
an almost exaggerated sense of plasticity, signaling his
growing interest in three-dimensional design. Indeed, a
variety of these abstract shapes were later reformulated
as sculptural elements in his plaster reliefs. Roszak's
background as a painter is also reflected in his construc-
tions from the 1930s and 1940s, as a number of these
pieces were boldly colored in a range of vibrant, primary
hues.

In 1931, Roszak enrolled in tool designing courses
at an industrial school, and he soon set up his own shop
equipped with a full array of tool-making hardware.
Intrigued by the Bauhaus notion that artists should create
forms expressive of the machine age, Roszak employed
a wide range of tools that had previously been used by
industrial designers. In keeping with his scientific ap-
proach to making sculpture, many of the preparatory
studies for Roszak's reliefs were drawn on graph paper,
executed with the technical precision of an engineering
plan. This successful merging of art with technology was
strongly tied to the machine-oriented ideology of the
1920s and 1930s.

Roszak soon gave up working in plaster and
began to experiment with forms making use of his new
metal-working skills. During the 1930s, the style of his
reliefs vacillated between the polar extremes of
biomorphism and geometric abstraction, and in several
works he freely mixed both modes to create fantastic
hybrid designs. However, the majority of Roszak’s con-
structions from the first part of the decade were decid-
edly organic in character and resemble swirling matter
frozen into static, pristine forms.

In addition to sculpting these amorphic relief
shapes, Roszak also employed a purely geometric idiom

constructions.  Unlike the
streamlined, curvilinear elements that appear in his works
from the early 1930s, the geometric style of Within a
Circle (fig. 44), a plastic and wood relief from 1936, can
be linked to the Neo-Plastic vocabulary of Piet Mondrian
and the De Stijl group. In this piece, Roszak has arranged
a series of solidly colored and transparent planar ele-
ments on a circular backing. While several of the
geometric shapes are parallel to the face of the relief,
others thrust forward at right angles from the flat surface
and are aligned in rigid vertical and horizontal con-
figurations. In Within a Circle, Roszak made reference
to the three-dimensional grid that underlies the planar
syntax of Mondrian, successfully reformulating Neo-
Plastic painting principles into sculptural form. The rec-
tilinear structure of Within a Circle is also very similar
to the cubic, architectural studies that were executed by
Theo van Doesburg, such as his Project for a Private
House of 1922." Like the architectonic abstractions of van
Doesburg, Roszak has constructed an interlocking system
of solid forms and cubic units of space. Moreover, the
use of transparent planes in Within a Circle suggests the
influence of Naum Gabo, for he produced a number of
constructions in the 1920s and 1930s that were composed
of clear plastic elements, allowing the artist to emphasize
space as a structural component within his pieces.? Simi-
larly, Roszak articulated space in Within a Circle by
creating a geometric grid of solid forms and transparent
planes. Both Gabo and van Doesburg viewed their works
in relation to architectural design. In 1940, a reviewer
for The New York Times drew a parallel between
Roszak’s geometric reliefs and architecture commenting,
"They are clean, bright, self-sufficient ... and are sug-
gestive of a variety of architecturally decorative uses.”?

Within a Circle also bears a close resemblance
to the reliefs of Jean Gorin, the French geometric ab-
stractionist who was a prominent figure in the Parisian
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Abstraction-Credtion group.* In addition to the possible
influence of van Doesburg, Gabo, and Gorin, the
geometric vocabulary used by Moholy-Nagy in his paint-
ings from the 1920s may have served as a point of formal
departure for Roszak. For example, Moholy-Nagy's
painting ZVIIl of 1924 is an exercise in pure geometric
abstraction. Here, the Hungarian Constructivist has de-
picted a series of interpenetrating planes that are jux-
taposed against a background of rectangular and
circular forms. The angled, plastic strips of Roszak's
Within a Circle resemble the suspended, intersecting
planes of ZVIIl, yet while Moholy-Nagy used illusionistic
painting techniques, Roszak’s relief is a tangible form
which boldly projects forward into space.

During the latter part of the 1930s, Roszak’s works
again became more curvilinear and organic, reflecting
the impact of Joan Miro’s and Jean Arp’s Surrealist
images. In Red Amorphic in Oval of 1937 (pl. IX) Roszak
exploited the pliancy of steel to create a sinuous figure-
eight shape. Echoing the “truth to materials” credo of
the Russian Constructivists, Roszak once remarked that
the forms of his reliefs were dictated by the inherent
structural properties of metal and plastic.® The rhythmic,
curving design of his construction seems to allude to
swirling motion and the artist reinforced this notion by
including small spherical shapes that turn in orbital pat-
terns. The quality of motion and flight which marks the
piece was even more strongly conveyed by positioning
the relief on the wall; in dispensing with the pedestal,
Roszak was able to create the impression that his
celestial, biomorphic form was actually hovering in
space. Besides the circular elements that appear in Red
Amorphic in Oval, Roszak also included a triangular
structure of wire that may have been inspired by illustra-
tions in Moholy-Nagy’s The New Vision. Not only did
the book provide Roszak with an ideological base for
assimilating Bauhaus and Constructivist tenets, it also
illustrated forms that Roszak readily incorporated into his
reliefs. In his study, Moholy-Nagy featured sculptural
plans by Joost Schmidt in which the outer skins of objects
were depicted as an open network of wire. Although
a shape has been delineated, the mesh-like surface al-
lows the interior space of the form to be revealed,
creating a sense of virtual volume. The design of the
metal web in Red Amorphic in Oval relates to the struc-
tural principles devised by Schmidt in his spatial plastic
elements.

Roszak used a similar wire shape in his Elliptical

Arrangement, 1937 (fig. 45), a steel, plastic, and wood
relief of the same year. Further, its surface has been
enlivened by the same spherical elements that appear
in Red Amorphic in Oval. One of the spheres is attached
to an arcing trail of dashes suggesting the orbital move-
ment of a planet or atomic particle. Elliptical Arrange-
ment, 1937 reflects Roszak's active interest in
astronomical discoveries and physics, a concern that he
shared with other modernist sculptors, particularly Alex-
ander Calder and lbram Llassaw.

In 1938, Roszak had an opportunity to work with
Moholy-Nagy at the Design Laboratory in New York,
a workshop sponsored by the Fine Arts Project of the
W. P. A. established under the guidance of Moholy-
Nagy. Roszak taught design and composition there, and
his commitment to a technologically based art was
strengthened through his association with the Hungarian
Constructivist.

During the 1940s, Roszak continued making his
constructions. One relief he produced in 1943, Vertical
Construction, reveals that Roszak’s restless experimenta-
tion with forms had not abated. The style of the work
is strongly tied to Roszak’s earlier interest in the Purist
manner of Amédée Ozenfant, yet Roszak ventured
beyond the planar boundaries of the canvas to realize
his reductivist design in plastic terms. By the mid-1940s,
Roszak had abandoned the Constructivist approach for
the expressionist style which was to become his
sculptural trademark. While Roszak had, indeed, re-
jected the Constructivist mode in his later work, it was
more for ideological than formal reasons as he
pessimistically exclaimed in 1949:

It may be relevant to recall that the constructivist
position in modern art assumes a total interaction
with life, theoretically and in direct engagement.
This in turn suggests that the sculptor could
assume the multiple role of artist-designer-
technician and so forth, implying a creative life
beneficial to society through industrial

channels. ... Industry today cannot absorb any
genvuine esthetic values. ..

Roszak’s constructed reliefs were widely exhibi-
ted throughout the 1940s and 1950s, yet after a 1956
retrospective of his works, many of them were stored
away in the artist’s studio and were not exhibited again
until 1978. The show at the Zabriskie Gallery in New
York City prompted a positive critical reassessment of
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Roszak’s early constructions, and they are now regarded
as being among the most innovative sculptural works of
the period. In producing his reliefs, Roszak adhered to
Bauhaus and Constructivist dictates, yet the mathematical
anonymity of these styles was tempered by his own
inventive brand of Surrealist whimsy and expressive use
of color.[@

NOTES

'Alfred H. Barr, Cubism and Abstract Art (New York:
Museum of Modern Art, 1936. Reprint by Arno Press, 1966),
p. 197.

2Barr, Cubism and Abstract Art, p. 136.

SHoward Devree, “Review,” The New York Times (No-
vember 17, 1940), section 9, p. 10.

‘Rutgers University Art Gallery, Vanguard American
Sculpture (New Brunswick, New Jersey: Rutgers University Art
Gallery, 1979), p. 127. I

*Museum of Modern Art, Fourteen Americans, ed. Dorothy
C. Miller (New York: Museum of Modern Art, 1946), p. 37.

®laszlo Moholy-Nagy, The New Vision (New York:
George Wittenborn, Inc., 1946), p. 37.

‘Theodore J. Roszak, “Some Problems of Modern
Sculpture,” American Magazine of Art, XUl (February, 1949),
p. 56.




Plate IX
Theodore Roszak
Red Amorphic in  Oval

(1937)
painted wood and steel
25 x 38 x 10

Collection of Mrs. T. Roszak




BEYO
AMERICAN CO

PLANE:
CTIONS
0-1965

The constructions in this exhibition were
produced in the decades immediately preceding and
following America’s involvement in the Second World
War. Beginning in the 1930s with the assimilation of the
rationalist principles of Constructivism from Europe, this
period culminated in the early 1960s with the emergence
of a well-defined vernacular of hard—edge planar ab-
stractions. The objectives in creating these painted re-
liefs range from the search for order and prosperity in
the face of deprivation and political turmoil of the Great
Depression, through the struggle to maintain our national
integrity during World War I, followed by the hope for
survival in the nuclear age. These constructed works
which extend beyond the plane of the wall combine
diverse materials and hues and project into the third
dimension. At times these works are evocative of the
transformation of an architectural interior into a pattern
of abstract forms, conflating painting and sculpture at
the service of a total statement. In other examples it is
the optimism of machine—age technology which is gener-
ated by the Bauhaus—derived choice of polished metals
and industrial elements. For many Constructivists, how-
ever, it is nature which continued to inspire: the search
for a universal order based on an analysis of the under-
lying structure of reality.

These early Constructivists are also of some
interest because a significant portion of contemporary
American abstraction involves the fabrication of works
which extend beyond the plane of the wall while remain-
ing attached to it, or that extend the pictorial surface
by introducing elements which relate in actual space.
When recent works by Frank Stella, George Sugarman,
Ellsworth Kelly, Donald Judd, and others suggest that
planar/spatial constructions have become an American
idiom, the precedents for this vernacular in the pro-
duction of previous decades warrant some consider-
ation.

Americans began to make constructions in the
1930s as a direct result of their exposure to International
Constructivism, either through trips abroad or through
exhibitions and publications in this country. Laszlo Moho-
ly-Nagy, who settled in the United States in 1937, and
Naum Gabo, who visited in the following year and
settled permanently in 1946, encouraged the per-
petuation of the machine aesthetics of the Bauhaus and
the acknowledgement of the space/time continuum in
abstract art. During the 1940s, after Piet Mondrian’s
arrival here, there was a resurgence of interest in the

by Joan Marter




[ Wayj ul $82104 8Y| 4O WYiAYs

JUDJSUOD By JO Ayijp8I BY| AjUO Buiros| ‘020 puo
|[PiuspPI22D |0 “ADMD 8¥DJ em sBulys Buiypeid

Ul "$§1qJO 8Yy JO DINWIOS SIY UDIDHDWSYJOW

8YJ so 's8bp1iq siy s42n14suod sesulbus By

SD ‘UMO §J1 SJONIJSUOD BSIBAIUN Y} SO YJOM INO
#2N14su0d em* " * 110 d1yso|d puo |p110y21d INO jo
wio Ajuo ey s swiy pup 830ds JO swioy ayj ul
PJ4om 8yj jo suoydadiad uno jo uonozipal ay |

‘UIID | JO siseiojul UDLIDY|N By} POIDUIWOP SUI8D
-UOD JHBYISBD 8ol ‘OZ4| JO OJS84IUDYY DIjsIjDSY SIy Ul
WSIADNISUOTD) JO sious) |pdidund 8yt JO 8WOS paul|4no
0qo9 ‘epiob-juoap upissny oyi Buowo pebus|oyd
-un Jou aiem ullyp| AQ peppay SISIAIDNPOIY Byt ‘18As
-MOH 's9160|08p! §siunWwoD) puo juswuiarob meu sy; jo
SPedU 8y} BAISS O} POPUBIUI SOM WSIAHINIYSUOD) "SYS|HID
88y} O uondnNpold By} YHM paipIdossD A|d8ilp siom
obupy> |pI1>0s pup [DoKIO4 "pasnodse siem 80 sulydOW
By} JO sdl8yisen ayy pup ‘disoid pup ‘ssp|b ‘sjprew sno
-11DA Buipn|oul ‘sjplieiow meu o 8BuDs ||} D Yym uoiD}
-uswiiedxs 8y} ul siesuold Os|D siem SuDISSNY 8Y | "WOO.
D JO 18UWIOD 8y} Ul jaljal aAld8lqo-uou siy Buipnys Aqg
peio |olods 1ebio| 0 BulDALOD puD [jom Byt WOI) ADMD
SUOHDNIISUOD sIYy BUIAOW SDM 8Y UOOS §Nq ‘SLDY Ul £ 4| Ul
MDS 8Y YdIYm 0Osspdly 4O syal|el ayt AQ padidsul Ajjoiiul
SOM UI|4D| "AIUNOD 18y Ul UOHN|OASY BY JO BSNDD By}
Ym Buidesy ul som wsipdipos 8AD8ID Y4 Buireijaq
'SUOHONIISUOD Jl8y} Ul UOHDDUSAD |DJO} JO saly|igissod
®y4 paiojdxe Ajeeiy sieyj0 pup ‘OqpDL) WNADN| ‘UIHD |
JIWIPD|A "HD 104 8sodind |pouIjod D O} jusWHWWOD Buoiys
BU} Ul PBIBHIP SYIOM JIayy ‘sydijel 4siqnD) AQ pedusnjjul
Al[oHIUL B10M SISIAHDNISUOY) UDISSNY By YBNoy|y

"HIOM Byt O} pajp|as som ydlym ABojoepi
[D2141]0d PajDIs Ou SDM B1BY4 ‘UOHIPPD U] "8q JyBiw swioy
9} PBIODIISqD J18ABMOY ‘A}i|DBI PBAISSQO JO UOHDIUBSS)
-deJ ey} Of PeRIWWOD PaBUIDWSI SUOHINHSUOD PBIDaId
oym s§sign) J8yjo puo ‘suaunp] HusH ‘oyuadiydly
19puDX8|y  ‘0sSDOld  's}O8lqo  Byi|—||us  OF @dusI8}8l
S)DW O} {N1 JO PBAIND BID |D}BW JO SI9SYS PUD ‘dlijewosb
USHO ©JD swioy ay| ‘syuswd|d jo uonisodwiuedns sy
O4 8np saup|d |plOds [D1OABS YBNOIY} pusIXe SYIOM By}
3|Iym ‘punoib [0110}dId D SO SOAISS ||DM BY} SUOLDNIISUOD
519N ysow u| 'eonds Bulpunouins of Apdeulp elow i
8}p|8J puD 4391q0 By} JO $INO4UOD Byt UBdO YDBIG Of OS|D
nq “10yinB ey Jo BwN|OA |DIOS JOLBIUI BYY BGIIISSP O}

[D48W JO S{98YS UIY} POSN BY 'SUOLDINISUOD JSilf By} 4O
BUO ‘7|4 =] 6] 40IINE) 5,085DD1 JO4 'POIIS||OD UBAS PUD
paipnis AlueBoa sisiiD 9S8y} YdIym DIUDED() PUD DIL}Y
wouy s128lqo dusioni puo sysow saniwild Aq peuidsul
Al9Y1] Jsow 818M SUOCHDNIISUOD §SIGNT) "8ID4INS |D1IO}IId
9yi puoheq swioy sy pusixe o} Ajjondo uobaq OssDIIY
161 Ag “ionbi| jo soq o Jo sedodsmeu D jo 8dus
-sa.d sy} Bunsebbns sesoiyd jo sjuswboly 10 SPIOM UBAS
‘ID}INB D JO 8|0y PUNOS BY4 ‘UI|OIA D 4O INOJUOD By} SWIO4
9|qpziubodes mey p uo Buikjes Aq Aypss penissqo o}
$9OUBI88. PBUIDIS BY BWI BWDS 8y} |y "9IDINS 8Iny
-21d 8y} jo Ayjpuoisuswip—om} sy Buiiesso Aq wsiuoisn
“|! |PLOIDId [DUOHIPDIL YiM ©Y0Iq OSSDIIJ "BuuDnzZaY) Aq
palojdxa sy PIOA pup pijos O diysuonD|a. DIWDUAP 8y}
PuD ‘wio} 40 sisA|pup dupewosb sy ‘@d0yNs JouD|d D SD
Buiuiod ey} jo uonDZIDEI MBU By} WOI} pBAOAS | [4]
OF 6061 woiy pednpoid ossodld yoiym sbunuiod ysignd)
|[02HAoUY "enbpig sebi0e5) pup osspdlg O|qpyg Aq panuiy
-u0d> som 8bus||pyd> By} pup ‘suubze)) |4 Aq pauoy
-SoNnb |sil} SOM WSIUOISN||I [DUOISUBWIP—881Y} JO UOIIPD}
dYi puD 85DUNS [DLIOYDID By} JO BINIDU BN} BY | “SISIAL
-ONUYSUOD) puD SISIgND) ays Ym Ainjued yieijuemy Ajoe
9y} ur suibeq suoudNIsUOD Jarjes o Aloysiy ey
"UOIIDDIYSQD Ul JD|NDDUISA BALDU D
O juswdolersp 8y} jo so|dWDXS B|qDYIDWSS 81D SISIHID
uoduswy Aq padnpoid SUOIDNISUOD ‘louoips Ajdwis 1o
[PO1IO}BYL JByeyMm ‘IsI|pwIO} IO upidoin Jayieym ‘pliom
[DIN{DU Y} JO BOUBSS® BY} JO UOIDDIXS By} 1O Auow
-IDY |DSISAIUN JO} YDIDBS D AQ POIDAIIOW IBYLBYAA
|o4ny
-O941YdJD pUD DIUOIIBHYDID Y40q A|USIayul 8ID SYIOM
9S8Y} ‘(Y4oq O sdNsII8IODIDYd Bwos Bupbaq ybBnoyyo)
8inyd|nds Jou Bunuiod syieu BIYAA  'sid8lqo  sD
ISIx® 5481|184 pajuind 9soY} ‘S|DIIBIDW [DISNPUL Y4IM SBDD}
-INs pezipnplAlpul-uou ‘|pyneu Buisodwod pup Jsplo
duppwosb oy wsiuoisny|i jouosid Buimeydsy ‘pepedsid
1oyt ojAis eandelqns Alybiy o oy uoyooels ur psanpoud
OS|D 819M UdIYM sya1|8J 1811JD8 8y} O} paib|al 8q upd
'S0961 8Y+ JO SOUBYISOD 4SI|DWIO) BY4 O} [DIHUSD SI YdIyMm
"D JO }IOM 8y} JO uouPO|II8Iqo Y| ‘Bulepio [DUOHDI
ut sedoys |pjuswale Buikojdwe suondnusuod 8bpe—piny
0 @dusbiswe—o1 By4 yim papidUIod 86D DB|INU By
Ul PUOM J8UDS D 40§ 8dOY 4UBAIB} Y} PUD $DI4IjOd IDAA
P|O0D 'sip8A UDAA—isOd Y} Ul Sysiuo upsedoung uipped
Aq ped1o0id uoKIDIISGD J11IBWOBB By} O} 185O|D pauIDW
-84 sisip o dnoub Jeyjoun ‘spg4| oyt Buunp uonubo
-084 ||n} J18y} payd0al wsiuoisseldx] 12044sqy 4O siapuiod
[Diniseb By B|IYAA "WSIDISD|d—0BN] 4O A4ID|D dlpeWwOoab



Variations in opaque and transparent industrial
materials in the constructions by Gabo, Antoine Pevsner,
Ivan Puni, and other Russian artists produced greater
spatial complexities than Cubist reliefs, while the math-
ematically—derived elements suggested links with con-
temporary technology. Many Constructivists, notably
Gabo and Pevsner, left Russia in the early 1920s for
Western Europe. The Bauhaus in Weimar (and later in
Dessau) and other cities in Germany became centers for
Constructivist activity.

As in Russia machine aesthetics were also a con-
cern at the Bauhaus where Hungarian artist Moho-
ly-Nagy produced non-objective sculpture, paintings,
and designed stage sets during his years on the faculty.
His book, The New Vision, originally published in 1925,
outlined the utilization of certain biote¢hnical elements
in the work of art.2 His work as well as his writings had
a major impact on American and European Construc-
tivists. The optimistic attitude toward modern industry and
the importance given to the collaboration of artist and
engineer had an impact on certain American artists, who
openly acknowledged the importance of Moho-
ly-Nagy's book to their early work.?

Another major movement which contributed to the
formation of a new approach to the painted relief was
De Stijl in Holland, formed in 1917. Although the leading
artist of the group, Mondrian, did not produce relief
constructions, his principles of Neo-Plasticism offered
the possibility of transforming the specifics of nature into
a universalized artistic idiom of basic forms and primary
colors.* In his Paris studio, and then later in New York,
Mondrian created a total environment which was a re-
alization of his ideas in three—dimensional space. Other
De Stijl artists also experimented with the fully en-
vironmental implications of their work; for example, Theo
Van Doesburg’s designs for the cinema/dance hall of the
Cafe I'Aubette in 1926.5 By 1928, the Dutch artist César
Domela, who had joined De Stijl three years earlier,
began to produce relief constructions. He was a member
of several avant-garde groups in Paris during the follow-
ing decade, and the exhibition of his constructions in the
United States was important to American Constructivists.®

Architects, designers, painters, and sculptors com-
bined efforts under the rubric of De Stijl. In addition to
the organization of his studios, Mondrian considered the
possibilities of moving beyond the pictorial plane in his
unrealized project for an interior of 1923 and his set
design for a play by Michel Seuphor in 1926 The

utopian fusion of art and life envisioned by De Stijl
artists—the belief in the joining together of all of the
arts in the creation of an abstract environment which
would support harmony among mankind—influenced
American artists of the following decade.

By the early 1920s non-objective constructions
were being produced in Germany, Russia, France, and
Poland. A Congress of International Progressive Artists
was held in Dusseldorf in 1922. The statement delivered
by El Lissitzky, editor of the journal Veshch/Gegenstand/
Objet was typical of the desire for a truly international
art with universal significance among members of the
Congress:

The new art is founded not on a subjective, but
an objective basis. This, like science, can be
described with precision and is by nature
constructive. It unites not only pure art, but all
those who stand at the frontier of the new culture.
The artist is companion to the scholar, the
engineer, and the worker.®

Despite the ambitious rhetoric on the purpose of
art and the call for collaboration with the engineer, it
was only the architect and designer who were initially
successful in fusing art and technology. For the most part,
the constructions produced in these years by Kurt Schwit-
ters, Friedrich Vordemberge-Gildewart, Domela, Jean
Gorin, and others are small works combining the tenets
of De Stijl with Constructivist materials. Throughout the
1920s, Germany was the principal locus for the pro-
duction, exhibition, and publication of these painted
constructions. However, when Hitler moved to suppress
all artistic radicalism, the Constructivists left Germany
and settled in France and England. Eventually some of
these progressive artists came to the United States. By
the time the Nazi regime ordered the closing of the
Bauhaus in 1933, the Constructivists had already or-
ganized several groups in Paris. Shortlived organizations
such as Cercle et Carré and Art Concret were followed
in 1931 by the larger and more influential Abstrac-
tion—Création. This group, which at one time numbered
five hundred members, provided the major precedent for
the organization of abstract artists in the United States
five years later, the American Abstract Artists. Members
of Abstraction—Création, which included some American
artists such as Alexander Calder, exhibited frequently,
and issued an important publication, Abstrac-
tion—Création Art Non—Figuratif.
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