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“Art has two faces, the biological and the social, one toward the individual and the other toward the group. By

expressing fundamental validities and common problems, art can produce a feeling of coherence. This is its social

function which leads to a cultural synthesis as well as to a continuation of human civilization.”

-László Moholy-Nagy (1)

Moholy-Nagy: Future Present, the long overdue

traveling retrospective of Hungarian-born artist

and educator László Moholy-Nagy, is a timely

testament to an artistic practice that was truly

interdisciplinary, spanning seemingly every

medium and ism, and to an aesthetic vision that

saw the creative potential in every citizen. For

Moholy, both artist and citizen, armed with the

tools of modern technology, would translate the

everyday conditions of modern life into a “new

vision,” one that would alter the perceptual

experience of the individual while materially

transforming society. As the exhibition, which

opened at the Solomon R. Guggenheim Museum

in New York and ends its tour at the Los Angeles

County Museum of Art, revealed, with its over

300 works, including painting, photography, film,

sculpture, graphics and designed objects, Moholy

set his utopic vision into endless action. (2)

The earliest works in the exhibition date to

around 1919/1920, when Moholy, largely self-

taught, began his career as an artist while

recovering from injuries sustained as a soldier

during the First World War. The artist’s

unwavering belief in abstraction as the new

language of visual representation is established

early on, from his interest in simultaneity (for example, Cubist Cityscape, circa 1920-21), a concept manifested

throughout his career, to his fascination with the modern industrial landscape.

Moholy aligned himself with the Constructivists,

particularly El Lissitzky, as evinced in several

compositions or “constructions,” in which bridges,

wheels, railways and radio towers are rendered in

a bold, elemental geometry of mainly primary

colors to evoke the progressive dynamism of the

industrial age. These architectural referents soon

give way to a more subjective language of

nonobjective forms that intersect within either

spare canvas or paper grounds. Their titles are

written in a system of alphanumerics, combining

letters and numerals, such as A 19 (c. 1927) and K

VII (1922), to suggest a kind of technological or

mechanical code rather than the linguistic plays

commonly employed by the Dadaists, who were

also influential to the artist and whose imprint is

found in some of Moholy’s early collages,

photomontages and graphic designs for MA

(Today), the publication of the Hungarian avant-

garde group of the same name to which the artist

belonged.

László Moholy-Nagy, “A 19,” 1927. Hattula Moholy-Nagy, Ann Arbor, Michigan. © 2016 Hattula Moholy-Nagy/VG Bild-Kunst, Bonn/Artists Rights
Society (ARS), New York. Image courtesy the Art Institute of Chicago.

Two of the alphanumeric paintings (both 1924) executed in a reductive palette of black, white and gray oils and

graphite seem to anticipate Moholy’s photographic abstractions or photograms, a term the artist coined in 1925

for cameraless images created by placing objects onto photosensitive paper. The result is a black-and-white field

of solids and voids that disrupts photographic conventions, as representation gives way to the optical and

expressive potentials of light. In several works, ghostly shapes materialize/dematerialize as stark interplays of

shadow and light, creating abstract motifs similar to those that inhabit his paintings. Elsewhere, Moholy used his

own body, placing his hand or cheek onto sensitized paper, a gesture that denotes the artist as both author and

disembodied subject.

With the photograms Moholy begins his lifelong

experiments with light as both an artistic medium

and as an instrument of production, from his

photographs to his kinetic and Plexiglas

sculptures to his films. In his 1922 essay

“Production-Reproduction,” written the year

before Walter Gropius invited Moholy to teach at

the Bauhaus in Germany, the artist defines art in

terms of “creative production” versus

reproduction. For Moholy, creative production

enlisted new technologies, here the phonograph,

photography and film, to create “unknown

relationships” between external reality and the

senses instead of the replication or reproduction

of existing ones. “This accounts for the permanent

necessity of new experiments,” declared Moholy.

(3)

Future Present embodies this experimentation

and is a celebration of the artist’s tireless

commitment to creative production, one that

unfolded chronologically throughout the Art

Institute’s spacious galleries in a lively

progression in keeping with Moholy’s work.

Individual rooms devoted to, for example, his

photomontages, with their humorous images of

athletes, circus acrobats, and occasional soldiers,

and to his design work while teaching at the

Bauhaus (1923-1928) attest to the fluidity by

which he worked across media and between his

roles as an artist, designer and pedagogue.

Nowhere was this more evident than in a special

gallery housing a recreation of Moholy’s Room of

the Present, a multimedia environment

commissioned in 1930 but never realized. Part

installation, part exhibition, the space is filled with

everyday objects, films and photographic images

documenting new designs for modern living in

tandem with the artist’s own work, including his

kinetic Light Prop for an Electric Stage (1930),

whose movement and optical effects were

emblematic of Moholy’s “new vision.”

However Moholy never abandoned his interest in

painting and the exhibition does well in

illuminating how his use of new technologies

fueled new possibilities for painting, which the

artist saw as liberated from the burden of

representation. This included the use of industrial

materials such as aluminum and synthetic plastics

as supports, and incising or perforating the

surface to create the shadows and textures

achieved in his photograms. Likewise, the artist

brought his ongoing exploration of the

relationship between the handmade and the machine, between individual authorship and collective creation, to

painting as early as 1923 with his Construction in Enamel series, more commonly known as the Telephone Pictures.

The three works included here (reunited for this exhibition) are three versions of the same abstract composition

in three different sizes that the artist ordered from an enamel sign company over the telephone. The formal and

conceptual tenets behind these works, with their pared-down geometry, serial format, and use of industrial

materials and telecommunications, foreshadow 1960’s Minimalism and Conceptual Art. As Moholy noted: “Thus,

these pictures did not have the virtue of the ‘individual touch,’ but my action was directly against this

overemphasis. I often hear the criticism that because of this want of the individual touch, my pictures are

‘intellectual.’” (4)

In his essay for the exhibition catalog, Olivier Lugon emphasizes that Moholy also brought this concept of

“anonymous production” to his photography (and I would also argue to his films), “which he structured around

documentary, scientific, journalistic, and amateur practices.”(5) We witness this in the artist’s frequent use of

extreme close-ups, off-kilter perspectives and bird’s-eye views to capture the vernacular of the everyday,

whether the patterned play of a fence on a sunlit afternoon or the architectural brawn of the modern city. His

well-known vertical views taken from atop the Berlin Radio Tower, a series of six gelatin silver prints from

1928/29 on view together for the first time, leave the viewer with a dizzying vertigo. Eight films screened

continuously within a darkened gallery of the

exhibition reveal similar subjects and similar kinds

of visual experimentation, including abstraction,

while also pointing to the artist as a social

documentarian, as witnessed in such films as

Berlin Still Life (1936), Impressions of the Old

Marseille Harbor (1929/31), and Metropolitan

Gypsies (1932).

Moholy fled Germany in 1933 for the

Netherlands then London before coming to

Chicago in 1937 at the invitation of industrialist

Walter Paepcke to head a new school of design or

what was originally known as the New Bauhaus.

The second half of the exhibition focuses on, in

addition to Moholy’s later artworks, the artist’s

industrial design and graphics (posters,

advertisements, price tags) and his time as

director of the New Bauhaus, later the Institute of

Design. While based on the foundational tenets of

the original Bauhaus, Moholy adapted its

curriculum to the new conditions of the American

Midwest, integrating art, science and technology

in the service of industry (and by extension

society) and to educating the whole individual. (6)

Although not represented within the exhibition,

this vision was challenged throughout his tenure

(1937-1946), both politically and economically particularly during the war years, prompting Moholy to refocus

the curriculum to support the war effort with workshops devoted to camouflage, veteran rehabilitation, and the

development of wooden springs.

Exclusive to the Chicago presentation of Future Present was a special gallery devoted to student work from the

New Bauhaus made under Moholy’s tutelage, such as photograms used as classroom aids to study diverse

material properties and wood hand sculptures to enhance student understanding of sensory experience. Despite

these additions, which also included a large wall graphic outlining the artist’s central pedagogical ideas, this part

of the exhibition does not succeed as well as elsewhere in presenting the great diversity of experimentation that

occurred at the New Bauhaus, opting instead to highlight the formal connections between student production

and the artist’s own work. (Yet to the Art Institute’s credit, the photographic legacy of the New Bauhaus was well

documented in the 2002 traveling exhibition Taken by Design: Photographs from the Institute of Design, 1937-

1971). Missing too are the innovative display formats that were so central to New Bauhaus exhibitions, which

emphasized process over production, and that one experiences in Moholy’s own exhibition designs, including

Room of the Present. 

László Moholy-Nagy. “Room of the Present,” constructed 2009 from plans and other documentation dated 1930. Van Abbemuseum, Eindhoven, 2953.
© 2016 Hattula Moholy-Nagy/VG Bild-Kunst, Bonn/Artists Rights Society (ARS), New York. Image courtesy the Art Institute of Chicago.

In many ways, Future Present ends full circle: with the artist’s investigations into the transformative potentials of

abstraction and light. His final paintings take on a decidedly more biomorphic quality; the exhibition equates their

spherical forms with both nuclear and human cells, as a reference to the artist’s own leukemia, to which he

succumbed in 1946. Ample space is given to the

artist’s Plexiglas sculptures, many suspended

from the ceiling and dramatically lit to emphasize

their material translucency and dances of shadow

and light that occupied him throughout his career.

Moholy’s belief in art as a transdisciplinary

practice and as a “stimuli for the rejuvenation of

creative citizenship” operates throughout the

exhibition. (7) Future Present not only confirms

the artist’s many contributions to modernism, but

also and as the title suggests, reveals how his

“new vision” presages our current cultural epoch.
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6. See Elizabeth Siegel, “The Modern Artist’s New Tools,” in Future Present, pp. 223-33. [back]

7. Moholy-Nagy from Vision in Motion, as quoted in Future Present, p. 295. [back]



SHARE







NEXT ARTICLE

Allegories of Painting: Review of Meleko Mokgosi’s Democratic

Intuition: Lerato


PREVIOUS ARTICLE

Why Sports and Art Go Well Together: A Conversation with

Przemysław Strożek (Warsaw)


 RELATED ARTICLES

Russian Revolution: A Contested

Legacy, 1917-2017

— 03/14/2018

 BY PATRYK P. TOMASZEWSKI (NEW

YORK) ·

Boris Orlov: The Story of an

Imperial Artist

— 10/12/2008

 BY YULIA TIKHONOVA (NEW

YORK/MOSCOW) ·

The States of Mind of Romanian

Visual Arts: The Personal

Exhibition of Lia & Dan Perjovschi

— 05/13/2008

 BY ILEANA PINTILIE (TIMIŞOARA) ·

Ivan Chuikov’s Theory of

Reflection

— 05/30/2008

 BY YULIA TIKHONOVA (NEW YORK) ·

Gülsen Bal and “Open Space” at

the Zentrum für Kunstprojekte,

Vienna

— 05/30/2008

 BY WALTER SEIDL (VIENNA) ·

Neo Rauch: Neue Rollen,

Paintings 1993 to the Present

Day

— 12/07/2007

 BY SEAN ALWARD (VANCOUVER) ·

Gulnara Kasmalieva and

Muratbek Djumaliev’s A New Silk

Road: Algorithm of Survival and

Hope

— 06/11/2007

 BY SUSAN SNODGRASS ·


ARTMargins © 1999-2023. All Rights Reserved. ISSN 1941-4102 

Site designed and developed by PIELAB MEDIA.
Privacy  - Terms

FOLLOW:

SEARCH ARTMARGINS

NEW: ARTMARGINS PRINT 11:3

ARTMargins Print is pleased to announce

the publication of the Volume 11, Issue 3.

ARTMARGINS PRINT: VOL 11, ISSUE 3

More Phemes — by Slavs and Tatars

1 OCT, 2022

Out of the Outback, into the Art World:

Dotting in Australian Aboriginal Art and

the Navigation of Globalization — by

Matthew J. Mason

1 OCT, 2022

Homegrown Heroes: Peasant Masculinity

and Nation-Building in Modern Egyptian

Art — by Lara Ayad

1 OCT, 2022

Degraded Objects, Harrowed Bodies:

Roman Stańczak and Shock Therapy in

Poland, 1990–96 — by Dorota Jagoda

Michalska

1 OCT, 2022

Sadism to Solidarity: Notes on Art,

Philosophy, and the Algerian War — by

Alberto Toscano

1 OCT, 2022

Introduction: Art’s Histories Without Art

History — by Kaira Marie Cabañas

1 OCT, 2022

From the Editors — by The Editors

1 OCT, 2022

The Silence That Words Hold — by Lula

Wanderley

1 OCT, 2022

Lend Me Your Eyes — by Gina Ferreira

1 OCT, 2022

The Persistence of Primitivism and the

Debt Collectors — by Elizabeth Harney

1 OCT, 2022

Retraction of Holmes, Ros. 2018.

“Meanwhile in China … Miao Ying and the

Rise of Chinternet Ugly.” Artmargins 7 (1):

31–57 — by Editors

1 OCT, 2022

CALL FOR SUBMISSIONS

We welcome your submissions for

ARTMargins Online and Print

Upload a Submission

SIGN UP FOR THE AMO NEWSLETTER

Email Address

Sign up

RECENT ONLINE ARTICLES & REVIEWS

 “This is What the Current Government

in Russia Would Like to Ban”: Interview

with Vladimir Paperny

05/08/2023

 Exchange of Ideologies: Ninotchka,

1939 — Circus, 1936

05/07/2023

 Globalizing the Avant-Garde

05/05/2023

 Revolutionary Romances: Into the Cold

– Alternative Artistic Trajectories into

(Post-) Communist Europe

04/08/2023

 Monumental Cares: Sites of History and

Contemporary Art

03/11/2023

reCAPTCHA
I'm not a robot

Privacy  - Terms

To search type and hit enter

  

About ARTM Print  About ARTM Online  ARTM Online Content  Support Submissions News Contact

  

Privacy Policy Terms of Use Accessibility MIT Press

https://artmargins.com/
https://artmargins.com/category/exhibition-reviews/
https://susansnodgrass.com/
https://artmargins.com/moholy-nagy-future-present/#
https://artmargins.com/moholy-nagy-future-present/#
https://artmargins.com/moholy-nagy-future-present/#
https://artmargins.com/russian-revolution-a-contested-legacy-1917-2017/
https://artmargins.com/russian-revolution-a-contested-legacy-1917-2017/
https://artmargins.com/boris-orlov-the-story-of-an-imperial-artist/
https://artmargins.com/boris-orlov-the-story-of-an-imperial-artist/
https://artmargins.com/the-states-of-mind-of-romanian-visual-arts-the-personal-exhibition-of-lia-a-dan-perjovschi/
https://artmargins.com/the-states-of-mind-of-romanian-visual-arts-the-personal-exhibition-of-lia-a-dan-perjovschi/
https://artmargins.com/ivan-chuikovs-theory-of-reflection/
https://artmargins.com/ivan-chuikovs-theory-of-reflection/
https://artmargins.com/guelsen-bal-and-qopen-spaceq-at-the-zentrum-fuer-kunstprojekte-vienna/
https://artmargins.com/guelsen-bal-and-qopen-spaceq-at-the-zentrum-fuer-kunstprojekte-vienna/
https://artmargins.com/neo-rauch-neue-rollen-paintings-1993-to-the-present-day/
https://artmargins.com/neo-rauch-neue-rollen-paintings-1993-to-the-present-day/
https://artmargins.com/gulnara-kasmalieva-and-muratbek-djumalievs-a-new-silk-road-algorithm-of-survival-and-hope/
https://artmargins.com/gulnara-kasmalieva-and-muratbek-djumalievs-a-new-silk-road-algorithm-of-survival-and-hope/
https://artmargins.com/moholy-nagy-future-present/#
https://artmargins.com/submissions/
https://artmargins.com/category/print/
https://direct.mit.edu/artm/article/11/3/89/114609/More-Phemes
https://direct.mit.edu/artm/article/11/3/67/114608/Out-of-the-Outback-into-the-Art-World-Dotting-in
https://direct.mit.edu/artm/article/11/3/24/114607/Homegrown-Heroes-Peasant-Masculinity-and-Nation
https://direct.mit.edu/artm/article/11/3/48/114606/Degraded-Objects-Harrowed-Bodies-Roman-Stanczak
https://direct.mit.edu/artm/article/11/3/8/114605/Sadism-to-Solidarity-Notes-on-Art-Philosophy-and
https://direct.mit.edu/artm/article/11/3/126/114604/Introduction-Art-s-Histories-Without-Art-History
https://direct.mit.edu/artm/article/11/3/3/114602/From-the-Editors
https://direct.mit.edu/artm/article/11/3/139/114601/The-Silence-That-Words-Hold
https://direct.mit.edu/artm/article/11/3/134/114599/Lend-Me-Your-Eyes
https://direct.mit.edu/artm/article/11/3/105/114598/The-Persistence-of-Primitivism-and-the-Debt
https://direct.mit.edu/artm/article/11/3/144/112388/Retraction-of-Holmes-Ros-2018-Meanwhile-in-China
https://artmargins.com/editorial-roundtable/
https://artmargins.com/this-is-what-the-current-government-in-russia-would-like-to-ban-interview-with-vladimir-paperny/
https://artmargins.com/exchange-of-ideologies-ninotchka-1939-circus-1936/
https://artmargins.com/globalizing-the-avant-garde/
https://artmargins.com/revolutionary-romances-into-the-cold-alternative-artistic-trajectories-into-post-communist-europe/
https://artmargins.com/monumental-cares/
https://artmargins.com/moholy-nagy-future-present/#
https://artmargins.com/moholy-nagy-future-present/#
https://artmargins.com/support/
https://artmargins.com/submissions/
https://artmargins.com/category/news/
https://artmargins.com/contact/
https://artmargins.com/privacy-policy/
https://artmargins.com/terms-of-use/
https://artmargins.com/accessibility/
http://www.mitpressjournals.org/loi/artm

