
BUILDING THE MODERN MOVEMENT: 
THE IDEOLOGICAL ‘ISMS’ OF THE HISTORIC AVANT-GARDE



WHAT IS THE MODERN?

LIBERTY LEADING THE PEOPLE, 1830



MODERN



MODERNITY: THE QUALITY OR STATE OF BEING MODERN.



MODERNIZATION: THE PROCESS OR STATE OF BEING MADE MODERN



MODERNISM: MODERN CHARACTER OR QUALITY OF THOUGHT, EXPRESSION, OR 
TECHNIQUE. A PHILOSOPHICAL AND STYLISTIC TENDENCY TOWARD THE MODERN.



WHAT IS AVANT-GARDE?



WHAT IS AVANT-GARDE?

IN FRENCH LITERALLY VANGUARD.



AVANT = FRONT, FORWARD, AHEAD OF.



GARDE = GUARD, PROTECTIVE BARRIER, WATCH



AVANT + GARDE = IN FRONT OF THE GUARD; IN THE FRONTLINE  



LIKE MILITARY FRONTLINES, AVANT-GARDE SOLDIERS ARE PROGRESSIVE; THEY 
MOVE IN QUICKLY AHEAD OF THE PACK, PLAY A SIGNIFICANT ROLE IN PAVING 
A PATH FOR AN ADVANCING PLATOON, AND GET KILLED OFF BEFORE THEY ARE 
EVEN AWARE OF THEIR CONTRIBUTIONS.



LIKE MILITARY FRONTLINES, AVANT-GARDE SOLDIERS ARE PROGRESSIVE; THEY 
MOVE IN QUICKLY AHEAD OF THE PACK, PLAY A SIGNIFICANT ROLE IN PAVING 
A PATH FOR AN ADVANCING PLATOON, AND GET KILLED OFF BEFORE THEY ARE 
EVEN AWARE OF THEIR CONTRIBUTIONS.

THE REAR-GARDE IS REGRESSIVE; THEY STRATEGICALLY STAY BEHIND, WAITING 
FOR THE FRONTLINE TO OPEN A PATH INTO ENEMY LINES. THEY MOVE IN, DESTROY
THE ENEMY, AND GET CREDIT FOR WINNING THE WAR.



INDUSTRIAL REVOLUTION



THE PRODUCT OF A NUMBER OF UNPRECEDENTED TECHNICAL AND SOCIO-ECONOMIC 
CHANGES, PARTICULARLY IN ENGLAND. 

































ITALIAN FUTURISM



FILIPPO TOMMASI MARINETTI
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FILIPPO TOMMASI MARINETTI

1. We intend to sing the love of danger, the habit of energy and fearlessness. 

2. Courage, audacity, and revolt will be essential elements of our poetry.

3. Up to now literature has exalted a pensive immobility, ecstasy, and sleep. 
We intend to exalt aggressive action, a feverish insomnia, the racer’s stride, the
mortal leap, the punch and the slap.

4. We a�rm that the world’s magni�cence has been enriched by a new beauty: 
the beauty of speed...

5. We want to hymn the man at the wheel, who hurls the lance of his spirit 
across the Earth, along the circle of its orbit.

6. �e poet must spend himself with ardor, splendor, and generosity, to swell 
the enthusiastic fervor of the primordial elements.

7. Except in struggle, there is no more beauty. No work without an aggressive 
character can be a masterpiece. Poetry must be conceived as a violent attack on 
unknown forces, to reduce and prostrate them before man.

8. We stand on the last promontory of the centuries!... Why should we look back, 
when what we want is to break down the mysterious doors of the Impossible? 
Time and Space died yesterday. We already live in the absolute, because we have
created eternal, omnipresent speed.

9. We will glorify war—the world’s only hygiene—militarism, patriotism, the 
destructive gesture of freedom bringers, beautiful ideas worth dying for, and 
scorn for woman.

10. We will destroy the museums, libraries, academies of every kind, will �ght 
moralism, feminism, every opportunistic or utilitarian cowardice.



FILIPPO TOMMASI MARINETTI

11. We will sing of great crowds excited by work, by pleasure, and by riot; we 
will sing of the multicolored, polyphonic tides of revolution in the modern 
capitals; we will sing of the vibrant nightly fervor of arsenals and shipyards 
blazing with violent electric moons; greedy railway stations that devour 
smoke-plumed serpents; factories hung on clouds by the crooked lines of 
their smoke; bridges that stride the rivers like giant gymnasts, �ashing in the 
sun with a glitter of knives; adventurous steamers that sni� the horizon; 
deep- chested locomotives whose wheels paw the tracks like the hooves of 
enormous steel horses bridled by tubing; and the sleek �ight of planes whose 
propellers chatter in the wind like banners and seem to cheer like an 
enthusiastic crowd.



FILIPPO TOMMASI MARINETTI

In truth I tell you that daily visits to museums, libraries, and academies 
(cemeteries of empty exertion, Calvaries of cruci�ed dreams, registries of 
aborted beginnings!) are, for artists, as damaging as the prolonged supervision
by parents of certain young people drunk with their talent and their ambitious 
wills. When the future is barred to them, the admirable past may be a solace for 
the ills of the moribund, the sickly, the prisoner... But we want no part of it, the 
past, we the young and strong Futurists!



FILIPPO TOMMASI MARINETTI

�e oldest of us is thirty: so we have at least a decade for �nishing our work. 
When we are forty, other younger and stronger men will probably throw us 
in the wastebasket like useless manuscripts—we want it to happen!



UMBERTO BOCCIONI



UMBERTO BOCCIONI

Naturally we will create a sculpture of environment. A Futurist sculptural 
composition will contain in itself the marvelous mathematical and geometric 
elements of modern objects. �ese objects will not be placed alongside the statue, 
like so many explanatory attributes or separate decorative elements but, following 
the laws of a new conception of harmony, they will be embedded in the muscular 
lines of a body. We will see, for example, the wheel of a motor projecting from the 
armpit of a machinist, or the line of a table cutting through the head of a man 
who is reading, his book in turn subdividing his stomach with the spread fan 
of its sharp-edged pages.



UMBERTO BOCCIONI

1. �e aim of sculpture is the abstract reconstruction of the planes and volumes 
which determine form, not their �gurative value.

2. One must abolish in sculpture, as in all the arts, the traditionally “sublime” 
subject matter.

4. It is necessary to destroy the pretended nobility, entirely literary and traditional, 
of marble and bronze, and to deny squarely that one must use a single material for 
a sculptural ensemble. �e sculptor can use twenty di�erent materials, or even 
more, in a single work, provided that the plastic emotion requires it. Here is a 
modest sample of these materials: glass, wood, cardboard, cement, iron, 
horsehair, leather, cloth, mirrors, electric lights, etc.

7. �e straight line is the only means that can lead us to the primitive virginity of 
a new architectonic construction of sculptural masses and zones.

8. By means of the sculptor’s clay, the Futurist today can at last model the 
atmosphere which surrounds things.

9. What the Futurist sculptor creates is to a certain extent an ideal bridge which 
joins the exterior plastic in�nite to the interior plastic in�nite. It is why objects 
never end; they intersect with innumerable combinations of attraction and 
innumerable shocks of aversion. �e spectator’s emotions will occupy the center 
of the sculptural work.



UNIQUE FORMS OF CONTINUITY IN SPACE, 1913 



DEVELOPMENT OF A BOTTLE IN SPACE, 1913 



SYNTHESIS OF HUMAN DYNAMISM, 1913 



THE MORNING, 1909



THE CITY RISES, 1910



STATES OF MIND: THE FAREWELLS 1911



DYNAMISM OF A CYCLIST 1913



DYNAMISM OF A CYCLIST 1913



DYNAMISM OF A CYCLIST 1913



DYNAMISM OF A CYCLIST 1913



DYNAMISM OF A CYCLIST 1913
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ANTONIO SANT’ELIA

No architecture has existed since 1700. A moronic mixture of the most various 
stylistic elements used to mask the skeletons of modern houses is called modern 
architecture. �e new beauty of cement and iron are profaned by the super-
imposition of motley decorative incrustations that cannot be justi�ed either by 
constructive necessity or by our (modern) taste, and whose origins are in 
Egyptian, Indian or Byzantine antiquity and in that idiotic �owering of stupidity 
and impotence that took the name of neoclassicism.



ANTONIO SANT’ELIA

No architecture has existed since 1700. A moronic mixture of the most various 
stylistic elements used to mask the skeletons of modern houses is called modern 
architecture. �e new beauty of cement and iron are profaned by the super-
imposition of motley decorative incrustations that cannot be justi�ed either by 
constructive necessity or by our (modern) taste, and whose origins are in 
Egyptian, Indian or Byzantine antiquity and in that idiotic �owering of stupidity 
and impotence that took the name of neoclassicism.

�e kaleidoscopic appearance and reappearance of forms, the multiplying of 
machinery, the daily increasing needs imposed by the speed of communications, 
by the concentration of population, by hygiene, and by a hundred other 
phenomena of modern life, never cause these self-styled renovators of arch-
itecture a moment's perplexity or hesitation. �ey persevere obstinately with 
the rules of Vitruvius, Vignola and Sansovino plus gleanings from any published 
scrap of information on German architecture that happens to be at hand. Using 
these, they continue to stamp the image of imbecility on our cities, our cities which 
should be the immediate and faithful projection of ourselves.



FUTURISM ADVOCATED A RADICALLY ‘CLEAN’ BREAK WITH THE PAST.



FUTURISM ADVOCATED A RADICALLY ‘CLEAN’ BREAK WITH THE PAST.

FUTURISM ADVOCATED THE TOTAL OBLITERATION OF ALL TRACES OF ‘TRADITIONAL’ 
CULTURE IN FAVOR OF A NEW, MACHINE-BASED CULTURE.



ANTONIO SANT’ELIA

�e problem posed in Futurist architecture is not one of linear rearrangement. 
It is not a question of �nding new moldings and frames for windows and doors, 
of replacing columns, pilasters and corbels with caryatids, �ies and frogs. Neither 
has it anything to do with leaving a façade in bare brick, or plastering it, or facing 
it with stone or in determining formal di�erences between the new building and 
the old one. It is a question of tending the healthy growth of the Futurist house, of 
constructing it with all the resources of technology and science, satisfying 
magisterially all the demands of our habits and our spirit, trampling down all 
that is grotesque and antithetical (tradition, style, aesthetics, proportion), 
determining new forms, new lines, a new harmony of pro�les and volumes, an 
architecture whose reason for existence can be found solely in the unique 
conditions of modern life, and in its correspondence with the aesthetic values 
of our sensibilities. �is architecture cannot be subjected to any law of historical 
continuity. It must be new, just as our state of mind is new.



ANTONIO SANT’ELIA

�e utter antithesis between the modern world and the old is determined by 
all those things that formerly did not exist. Our lives have been enriched by 
elements the possibility of whose existence the ancients did not even suspect...
Principal among these is the formation of a new ideal of beauty that is still obscure 
and embryonic, but whose fascination is already felt even by the masses. We have
lost our predilection for the monumental, the heavy, the static, and we have 
enriched our sensibility with a taste for the light, the practical, the ephemeral and 
the swi�. We no longer feel ourselves to be the men of the cathedrals, the palaces 
and the podiums. We are the men of the great hotels, the railway stations, the 
immense streets, colossal ports, covered markets, luminous arcades, straight 
roads and bene�cial demolitions.



ANTONIO SANT’ELIA

�e decorative must be abolished. �e problem of Futurist architecture 
must be resolved, not by continuing to pilfer from Chinese, Persian or 
Japanese photographs or fooling around with the rules of Vitruvius, but 
through �ashes of genius and through scienti�c and technical expertise. 
Everything must be revolutionized. Roofs and underground spaces must 
be used; the importance of the façade must be diminished; issues of taste must 
be transplanted from the �eld of fussy moldings, �nicky capitals and �imsy 
doorways to the broader concerns of bold groupings and masses, and large-scale 
disposition of planes. Let us make an end of monumental, funereal and 
commemorative architecture. Let us overturn monuments, pavements, arcades 
and �ights of steps; let us sink the streets and squares; let us raise the level of 
the city.



ANTONIO SANT’ELIA

I COMBAT AND DESPISE:
1. All the pseudo-architecture of the avant-garde, Austrian, Hungarian, German 
and American;
2. All classical architecture, solemn, hieratic, scenographic, decorative, 
monumental, pretty and pleasing;
3. �e embalming, reconstruction and reproduction of ancient monuments 
and palaces;
4. Perpendicular and horizontal lines, cubical and pyramidical forms that are 
static, solemn, aggressive and absolutely excluded from our utterly new sensibility;
5. �e use of massive, voluminous, durable, antiquated and costly materials.



ANTONIO SANT’ELIA

AND PROCLAIM:
1. �at Futurist architecture is the architecture of calculation, of audacious 
temerity and of simplicity; the architecture of reinforced concrete, of steel, glass, 
cardboard, textile �ber, and of all those substitutes for wood, stone and brick that 
enable us to obtain maximum elasticity and lightness;

2. �at Futurist architecture is not because of this an arid combination of 
practicality and usefulness, but remains art, i.e. synthesis and expression;

3. �at oblique and elliptic lines are dynamic, and by their very nature possess an 
emotive power a thousand times stronger than perpendiculars and horizontals, 
and that no integral, dynamic architecture can exist that does not include these;

4. �at decoration as an element superimposed on architecture is absurd, and that 
the decorative value of Futurist architecture depends solely on the use and original 
arrangement of raw or bare or violently colored materials;

5. �at, just as the ancients drew inspiration for their art from the elements of 
nature, we-- who are materially and spiritually arti�cial-- must �nd that in-
spiration in the elements of the utterly new mechanical world we have created, and 
of which architecture must be the most beautiful expression, the most complete 
synthesis, the most e�cacious integration;

6. �at architecture as the art of arranging forms according to pre-established 
criteria is �nished;

7. �at by the term architecture is meant the endeavor to harmonize the 
environment with Man with freedom and great audacity, that is to transform 
the world of things into a direct projection of the world of the spirit;

8. From an architecture conceived in this way no formal or linear habit can grow, 
since the fundamental characteristics of Futurist architecture will be its im-
permanence and transience. �ings will endure less than us. Every generation must 
build its own city... 













RUSSIAN CONSTRUCTIVISM



CONSTRUCTIVISM FUSES LEFTIST POLITICAL IDEOLOGY WITH FORMALISM 
AND TECHNOLOGY



“...seize the whole of culture le� by capitalism and use it to build socialism.”

VLADIMIR LENIN, 1870-24



PROLETARIAT VS BOURGEOIS



BOURGEOIS: IN MARXIST TERMS, THOSE THAT OWN THE MEANS OF PRODUCING 
WEALTH AND EXPLOIT THE WORKING CLASS. CONSUMERS.



BOURGEOIS: IN MARXIST TERMS, THOSE THAT OWN THE MEANS OF PRODUCING 
WEALTH AND EXPLOIT THE WORKING CLASS. CONSUMERS.

PROLETARIAT: THE LABOR CLASS. THOSE WHO LACK THEIR OWN MEANS OF 
PRODUCTION AND SELL THEIR LABOR TO LIVE. MATERIAL PRODUCERS. 



Marx predicted a transitional phase between 
the abolition of capitalism and the establishment 
of communism during which a “dictatorship of the 
proletariat” would suppress resistance to the 
socialist revolution by the bourgeoisie, destroy 
the social relations of production underlying the 
class system, and create a new, classless society.KARL MARX, 1818-1883



IF FUTURISM ADVOCATED WAR AND RADICAL DESTRUCTION OF 
(TRADITIONAL, NON-MACHINE) CULTURE...



IF FUTURISM ADVOCATED WAR AND RADICAL DESTRUCTION OF 
(TRADITIONAL, NON-MACHINE) CULTURE...

AND CUBISM SOUGHT REVOLUTION EXCLUSIVELY WITHIN THE 
REALM OF ART (PAINTING)...



IF FUTURISM ADVOCATED WAR AND RADICAL DESTRUCTION OF 
(TRADITIONAL, NON-MACHINE) CULTURE...

AND CUBISM SOUGHT REVOLUTION EXCLUSIVELY WITHIN THE 
REALM OF ART (PAINTING)...

CONSTRUCTIVISM SOUGHT TO ERADICATE ALL DIFFERENCES BETWEEN 
“ART” (CAST AS TOO ABSTRACT AND ELITIST) AND LIFE; TO LOCATE 
ART AND ARCHITECTURE SQUARELY WITHIN THE PRODUCTIVE PROCESSES 
OF INDUSTRY,EVERYDAY PROLETARIAN CULTURE, AND THE SOCIALIST 
POLITICAL PROJECT.  



CONSTRUCTIVISM WAS A RADICAL CRITIQUE OF ABSTRACTION AS “HIGHER 
MEANING;” IN ORDER TO (HELP) CONSTRUCT A NEW SOCIETY, “ART” MUST 
BE BROUGHT DOWN FROM ITS LOFTY THRONE; IT MUST BE LOCATED
WITHIN REALITY ITSELF, NOT YESTERDAY, NOT TOMORROW, BUT TODAY: 
HERE AND NOW.



WHAT WAS THAT “HERE AND NOW?”



RUSSIAN REVOLUTION OF 1917





WWI PROMPTED A RUSSIAN OUTCRY AGAINST TSAR NICHOLAS II,
AN ULTRA-CONSERVATIVE, AUTHORITARIAN RULER WHO WAS 
BLAMED FOR RUSSIA’S WOES.



IN FEBRUARY 1917, THE PETROGRAD SOVIET OF WORKERS’
AND SOLDIERS’ DEPUTIES HELD SEVERAL STRIKES AND
DEMONSTRATIONS AGAINST THE CONSERVATIVE GOVERNMENT.



TSAR USED THE MILITARY TO QUELL THE RIOTS.



AFTER YEARS OF POLITICAL UNREST, ECONOMIC DECLINE,
AUTHORITARIAN RULERSHIP, AND CIVIL WAR, THE
USSR WAS ESTABLISHED IN 1922 WITH RADICAL MARXIST
AND REVOLUTIONARY VLADIMIR LENIN AS ITS LEADER. 
AFTER HIS DEATH IN 1924, THE USSR WAS LED JOSEPH 
STALIN UNTIL HE DIED IN 1953.   



BOTH LEADERS ADVANCED RADICALLY LEFTIST POLITICS,
WHICH INCLUDED RAPID INDUSTRIALIZATION, CENTRALIZED
AGRICULTURE, EQUAL RIGHTS FOR WOMEN, ADVANCING
SCIENCE AND TECHNOLOGY, AND AN ATTACK ON CAPITALISM
AND ITS RESULTING CLASS SOCIETY. IN SHORT, THEY 
ATTEMPTED TO BUILD A UTOPIAN COMMUNIST STATE. 



SUPREMATISM



KAZIMIR MALEVICH, 1879-1935



KAZIMIR MALEVICH, 1879-1935
WHAT WOULD SOVIET FORM LOOK LIKE? WHERE WOULD
IT COME FROM?



KAZIMIR MALEVICH, 1879-1935
WHAT WOULD SOVIET FORM LOOK LIKE? WHERE WOULD
IT COME FROM?

“�e new dwellings of the new man are situated in space.”  



KAZIMIR MALEVICH, 1879-1935
THE RIGHT ANGLE IS THE “ESSENCE OF THE 
COMMUNIST DOCTRINE; IT DISTRIBUTES EQUALLY.



KAZIMIR MALEVICH, 1879-1935

“Under Suprematism I understand the primacy of pure feeling in 
creative art. To the Suprematist, the visual phenomena of the objective 
world are, in themselves, meaningless; the signi�cant thing is feeling, as 
such, quite apart from the environment in which it is called forth.”

















ARKHITEKTONIKI (OR ARCHITEKTON)







A PURE, ABSOLUTE, AND OPEN ARCHITECTURE



EL LISSITZKY, 1890-1941



EL LISSITZKY, 1890-1941

CONCEPTUALIZED THE ‘PROUN’ (PROJECT FOR THE
ESTABLISHMENT / AFFIRMATION OF THE NEW)



EL LISSITZKY, 1890-1941

CONCEPTUALIZED THE ‘PROUN’ (PROJECT FOR THE
ESTABLISHMENT / AFFIRMATION OF THE NEW)

PROUNS SOUGHT TO SUPERSEDE THE CONVENTIONAL
FORMS OF (AND DISTINCTIONS BETWEEN) PICTURE
SCULPTURE, AND ARCHITECTURE 



EL LISSITZKY, 1890-1941

CONCEPTUALIZED THE ‘PROUN’ (PROJECT FOR THE
ESTABLISHMENT / AFFIRMATION OF THE NEW)

PROUNS SOUGHT TO SUPERSEDE THE CONVENTIONAL
FORMS OF (AND DISTINCTIONS BETWEEN) PICTURE
SCULPTURE, AND ARCHITECTURE 

“PROUN are junction-stations where materials change into architecture...
PROUNS change the productive forms of art...”















VLADIMIR TATLIN, 1885-1953



VLADIMIR TATLIN, 1885-1953







THE REALISTIC MANIFESTO, 1922
NAUM GABO + ANTOINE PEVSNER



1) We reject the closed spatial circumference as the plastic expression of the molding of space.
We assert that space can only be modelled from within outward in its depth, not from inward 
through its volume. For what else is absolute space than a unique, coherent, and unlimited depth?



2) We reject the closed mass as an exclusive element for the building up of three-dimensional
and architectonic bodies in space. In opposition to it, we set the demand that plastic bodies
shall be constructed stereometrically.



3) We reject decorative colour as a painterly element in three-dimensional construction. We
demand that concrete material shall be employed as a painterly element.



4) We reject the decorative line. We demand of every line in the work of art that it shall
serve solely to de�ne the inner directions of force in the body to be portrayed.



5) We are no longer content with the static elements of form in plastic art. We
demand the inclusion of time as a new element and assert that real movement must
be employed in plastic art, in order to make possible the use of kinetic rhythms in a
way that is not merely illusionistic.



Space and time are re-born to us today. 
Space and time are the only forms on which life is built and hence art must be constructed.
States, political and economic systems perish, ideas crumble, under the strains of ages...
but life is strong and time goes on in its real continuity.



CONSTRUCTIVIST MANIFESTO, 1922
ALEXEI GAN



CONSTRUCTIVISM IS PHENOMENON OF OUR AGE, IT AROSE IN THE 1920S AMID THE
THE “MASS ACTION” LEFTISTS PAINTERS AND IDEOLOGISTS.

WE DECLARE UNCOMPROMISING WAR ON ART! 

LONG LIVE THE COMMUNIST EXPRESSION OF 
MATERIAL CONSTRUCTIONS!



ART IS INDISSOLUBLY LINKED: WITH THEOLOGY,
METAPHYSICS, AND MYSTICISM.



OUR AGE IS THE AGE OF INDUSTRY. 
AND SCULPTURE MUST GIVE WAY TO A SPATIAL 
SOLUTION OF THE OBJECT.
PAINTING CANNOT COMPETE WITH PHOTOGRAPHY.
THE THEATER BECOMES LUDICROUS WHEN THE OUT-
BURSTS OF ‘MASS ACTION’ ARE PRESENTED AS THE 
PRODUCT OF OUR TIMES.



ARCHITECTURE IS POWERLESS TO HALT THE 
DEVELOPMENT OF CONSTRUCTIVISM. 

CONSTRUCTIVISM AND MASS ACTION ARE 
INDISSOLUBLY LINKED TO THE LABOR SYSTEM 
OF OUR WAY OF REVOLUTIONARY WAY OF LIFE.



WITHOUT ART, BY MEANS OF INTELLECTUAL-
MATERIAL PRODUCTION, THE CONSTRUCTIVIST
JOINS THE PROLETARIAN ORDER FOR THE STRUGGLE
WITH THE PAST, FOR THE CONQUEST OF THE FUTURE.



TECTONICS
  TEXTURE
 AND CONSTRUCTION



GERMAN EXPRESSIONISM



GERMAN EXPRESSIONISM



EXPRESSIONISM = EXPRESSION AS PROJECT(?)



EXPRESS WHAT?



VOLK = GERMAN FOR “PEOPLE” OR “NATION”



AESTHETICS AS POLITICS:
EXPRESSIONIST ARCHITECTURE ATTEMPTED TO SYNTHESIZE UNIVERSAL MODERNITY
WITH THE SPECIFICITY OF NATION-PLACE IN ORDER TO FUSE ART AND LIFE. IT
ATTEMPTED TO ABSORB BOTH ART AND THE VOLK INTO ARCHITECTURE. FORM 
BECAME A POLITICAL TOOL JUST AS POLITICS BECAME A FORMAL TOOL. 



BRUNO TAUT, 1880-1938

“Art and life must form a unity. Art should no longer be the delight
of the few, but the good fortune of the life of the masses. �e aim is
the fusion of the arts under the wing of great architecture...From 
now on, the artist alone will be the modeler of the sensibilities of
the volk, responsible for the visible fabric of the new state. He must
determine the form-giving process from the statue right down to 
the coin and postage stamp.”



GLASS PAVILION, 1914

“Colored glass destroys hatred.”
“Without a glass palace, life is a conviction.”
_Paul Scheerbart



GLASS PAVILION, 1914

“Colored glass destroys hatred.”
“Without a glass palace, life is a conviction.”
_Paul Scheerbart



HANS POEIZIG, THE THEATER OF 5000, 1919



THE EXHIBITION FOR UNKNOWN ARCHITECTS, 1919





DUTCH NEO-PLASTICISM (DE STIJL)



PIET MONDRIAN, 1872-1944 THEO VAN DOESBURG, 1883-1931



PIET MONDRIAN, 1872-1944

PLASTIC ART AND PURE PLASTIC ART
(FIGURATIVE AND NON-FIGURATIVE ART) (1937)

“Although art is fundamentally everywhere and always the same,
nevertheless two main human inclinations, diametrically opposed
to each other, appear in many and varied expressions. One aims at
the direct creation of universal beauty, the other at the aesthetic
expression of one self...”



PIET MONDRIAN, 1872-1944

PLASTIC ART AND PURE PLASTIC ART
(FIGURATIVE AND NON-FIGURATIVE ART) (1937)

“Although art is fundamentally everywhere and always the same,
nevertheless two main human inclinations, diametrically opposed
to each other, appear in many and varied expressions. One aims at
the direct creation of universal beauty, the other at the aesthetic
expression of one self...”

“�us we see in every work of �gurative art the desire, objectively
to represent beauty, solely through form and colour...and at the same 
time an attempt to express that which these forms colours and relations
arouse in us.”



FIGURATIVE ART ATTEMPTS TO BE BOTH OBJECTIVE AND SUBJECTIVE.



PIET MONDRIAN, 1872-1944

PLASTIC ART AND PURE PLASTIC ART
(FIGURATIVE AND NON-FIGURATIVE ART) (1937)

“�roughout the history of culture, art has demonstrated that universal
beauty does not arise from the particular character of the form, but from
the dynamic rhythm of its inherent relationships or - in a composition -
from the mutual relations of forms.”
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“�roughout the history of culture, art has demonstrated that universal
beauty does not arise from the particular character of the form, but from
the dynamic rhythm of its inherent relationships or - in a composition -
from the mutual relations of forms.”

“...forms exist only for the creation of new relationships...”



PIET MONDRIAN, 1872-1944

PLASTIC ART AND PURE PLASTIC ART
(FIGURATIVE AND NON-FIGURATIVE ART) (1937)

“�roughout the history of culture, art has demonstrated that universal
beauty does not arise from the particular character of the form, but from
the dynamic rhythm of its inherent relationships or - in a composition -
from the mutual relations of forms.”

“...forms exist only for the creation of new relationships...”

“While the former (�gurative art) employs more or less complicated and
particular forms, the latter (non-�gurative art) uses simple and neutral
forms, or, ultimately, the free line and the pure colour.”  



NON-FIGURATIVE ART IS NOT ABOUT FORM BUT ABOUT CONSTRUCTIVE ELEMENTS
AND THEIR INHERENT RELATIONSHIPS. 



ALBERTI ANYONE?



PIET MONDRIAN, 1872-1944

PLASTIC ART AND PURE PLASTIC ART
(FIGURATIVE AND NON-FIGURATIVE ART) (1937)

“At a time when so much attention is paid to the collective, to
the ‘mass’, it is necessary to note that evolution, ultimately, is
never the expression of the mass. �e mass remains behind yet
urges the pioneers to creation.”



PIET MONDRIAN, 1872-1944

PLASTIC ART AND PURE PLASTIC ART
(FIGURATIVE AND NON-FIGURATIVE ART) (1937)

“At a time when so much attention is paid to the collective, to
the ‘mass’, it is necessary to note that evolution, ultimately, is
never the expression of the mass. �e mass remains behind yet
urges the pioneers to creation.”

“For the pioneers, the social contract is indispensable, but not in
order that they may know that what they are doing is necessary 
and useful, nor in order that ‘collective approval may help them 
to persevere and nourish them with living ideas...One serves 
mankind by enlightening it.” 



HOW FAR LEFT?



CONSERVATIVE LEFT = 

THE COLLECTIVE EQUALIZES THE ELITE



PROGRESSIVE LEFT = 

THE ELITE ADVANCES THE COLLECTIVE



PIET MONDRIAN, 1872-1944

PLASTIC ART AND PURE PLASTIC ART
(FIGURATIVE AND NON-FIGURATIVE ART) (1937)

“...the exponent of non-�gurative art associates himself with the
most advanced progress and the most cultured minds, that he is
an exponent of denaturalized nature, of civilization.”



PIET MONDRIAN, 1872-1944

PLASTIC ART AND PURE PLASTIC ART
(FIGURATIVE AND NON-FIGURATIVE ART) (1937)

“...the exponent of non-�gurative art associates himself with the
most advanced progress and the most cultured minds, that he is
an exponent of denaturalized nature, of civilization.”

“If one is not an artist oneself one must at least know the laws
and culture of plastic art. If the public is to be well informed and
if mankind is to progress it is essential that the confusion which 
is everywhere present be removed. For enlightenment, a clear
demonstration of the succession of artistic tendencies is 
necessary.”



“�e culture of particular form is approaching its end.

�e culture of determined relations 
has begun.” 



“Non-Figurative art is created by establishing a dynamic rhythm

of determinate mutual relations which 
excludes the formation of any particular 
form.”



“But although the new art is necessary, the mass is conservative.”

”�ey are both in favor of the progress of
the mass and against the progress of the
elite, thus against the logical march of 
human evolution”







BETWEEN PAINTING AND ARCHITECTURE



TOWARDS A PLASTIC ARCHITECTURE (1924)THEO VAN DOESBURG, 1883-1931



1) Form. Elimination of all concept of form in the sense of a �xed
type is essential to the healthy development of architecture and art... 



2) �e new architecture is elemental; that is to say, it develops out 
of the the elements of building...�ese elements - such as function,
mass, surface, time, space, light, colour, material, etc. - are plastic. 



3) �e new architecture is economic; that is to say, it employs its
elemental means as e�ciently and thri�ily as possible...  



4) �e new architecture is functional; that is to say, it develops out
of the exact determination of the practical demands...



5) �e new architecture is formless and yet exactly de�ned; that is to 
say, it is not subject to any �xed aesthetic formal type...

(OR, SEE POINT #1)



6) �e new architecture has rendered the concept ‘monumental’
independent of large and small (hence it has been replaced by
‘plastic’)...everything exists on the basis of interrelationships. 



7) �e new architecture...has overcome the opening (in the wall)...
everything is strictly determined by contrast.



8) �e ground-plan. �e new architecture has opened the walls and
so done away with the separation between inside and outside. 
�e walls themselves no longer support; they merely provide 
supporting points.



9) �e new architecture is open. Divisions...(are to be) carried out
by means of dividing surfaces (in the interior) or projective surfaces
(externally). In architecture’s next phase of development the 
ground-plan must disappear completely.



10) �e new architecture takes account not only of space but also 
of the magnitude of time. �rough the unity of space and time the
architectural exterior will acquire a new and completely plastic
aspect (Four-dimensional space-time aspects). 



11) �e new architecture is anti-cubic...�us height, breadth, and
depth plus time gain an entirely new plastic expression.



12) Symmetry and repetition. �e new architecture has eliminated
both monotonous repetition and the sti� equality of two halves - the
mirror image, symmetry. �ere is no repetition in time, no street 
front, no standardization.



13) In contrast to frontalism, which had its origins in a rigid, static
way of life, the new architecture o�ers the plastic richness of an all-
sided development in space and time.



14) Colour. �e new architecture has done away with painting as 
a separate and imaginary expression of harmony...�e new archi-
tecture permits colour organically as a direct means of expressing
its relationships within space and time. Without colour, these
relationships are not real, but invisible.



15) �e new architecture is anti-decorative. Colour (and this is 
something the colour-shy must try to grasp) is not a decorative
part of architecture, but its organic medium of expression.



16) Architecture as a synthesis of Neo-Plasticism. Building is a
part of the new architecture which, by combining together all 
arts in their elemental manifestation, discloses their true nature.
A prerequisite is the ability to think in four dimensions - that 
is to say: the architects of Plasticism, among whom I also 
number the painters, must construct within the new realm of
space and time.















GERRIT RIETVELD, 1888-1965



SCHRODER HOUSE, 1924



SCHRODER HOUSE, 1924



SCHRODER HOUSE, 1924
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