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he	construction	of	monuments	to	
declare	cultural	patrimony	and	
assert	dominance	transcends	

individual	societies.	In	twentieth-century	
Europe,	the	effectiveness	of	
monumentality	was	discredited	by	the	
overuse	of	neoclassical	motifs	aimed	at	
creating	a	veneer	of	power.	Following	
World	War	II,	the	iconography	associated	
with	monumentality	in	Europe	became	
problematic.	It	had	been	usurped	by	
totalitarian	regimes,	linking	Europe’s	
perception	of	monuments	with	solidity,	
tradition,	and	finally,	oppression.	At	the	
1937	World’s	Fair	in	Paris,	the	Third	
Reich’s	and	the	Soviet	Union’s	imposing	
pavilions	exemplified	the	darker	side	of	
large-scale	expressions	of	power.	The	two	
structures	literally	opposed	each	other	
and	competed	to	convey	militaristic	and	
cultural	supremacy	with	an	emphasis	on	

height,	heavy	stone	edifices,	and	
crowning	symbolic	sculptures	(fig.	1).	
At	the	same	fair,	in	the	shadow	of	the	

German	tower,	stood	the	Spanish	
Republican	Pavilion	(fig.	2).	A	modest-
sized	structure,	Josep	Lluís	Sert’s	(1902–
1983)	modernist	box	proposed	a	new	
kind	of	monumentality,	expressed	in	the	
steel,	glass,	and	spatial	openness	of	
modern	architecture,	and	filled	with	the	
political	and	aesthetic	expressions	of	the	
French,	Spanish,	and	American	avant-
gardes.1	The	combination	of	this	
pavilion’s	candid	pronouncement	of	civic	
duty,	its	programmatic	emphasis	on	
collaboration,	and	its	incorporation	of	
modern	building	materials	and	art	would	
soon	be	expressed	in	the	1943	manifesto	
“Nine	Points	on	Monumentality.”2	In	this	
text,	Sert	and	his	coauthors,	architectural	
historian	Sigfried	Giedion	(1888–1968)	

T	

Figure	1.	Aerial	view	of	the	Exposition	Internationale	des	Arts	et	Techniques	dans	la	Vie	Moderne	in	Paris,	1937.	
Photo	credit:	Visual	Resources	Collection,	Artstor.	The	Soviet	pavilion	on	the	left	was	designed	by	Boris	Iofan	with	
the	crowning	sculpture	by	Vera	Mukhina,	and	the	Nazi	pavilion	on	right	was	designed	by	Albert	Speer.	
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and	French	artist	Fernand	Léger	(1881–
1955),	announced	an	initial	but	explicit	
attempt	to	reclaim	expression	on	a	
monumental	scale	for	anti-totalitarian	
purposes.3	
	

	

	
	
This	essay	explores	a	modernist	

program	to	rehabilitate	the	aesthetic	and	
ideological	dimensions	of	monumentality	
in	the	postwar	period.	“Nine	Points”	
announced	a	movement	called	The	New	
Monumentality.	Key	figures	in	this	
movement	included	Josep	Lluís	Sert,	
Fernand	Léger,	Alexander	Calder	(1898–
1976)	and	Joan	Miró	(1893–1983).	This	
essay	focuses	on	the	symbiotic	
collaboration	of	art,	architecture,	and	
craft	within	this	movement	and	argues	
that	the	inherently	collective	nature	of	
craft	production	appealed	to	these	
figures.	In	delegating	portions	of	the	
creative	process,	these	artists	
demonstrated	their	willingness	to	trust	
others	with	their	visions.	Their	artistic	
collaboration	mirrored	their	stake	in	
egalitarian	institutions	like	UNESCO.	I	
propose	that	the	projects	Calder,	Léger,	
and	Miró	created	in	the	spirit	of	The	New	

Monumentality	were	meant	to	serve	as	a	
demonstration	of	the	desirability	of	
inclusive	behavior	as	opposed	to	the	
totalitarian	emphasis	on	social	and	
political	hierarchies.	Together,	a	
modernist	visual	idiom	enacted	by	way	of	
craft	and	an	emphasis	on	collaboration	
constitute	Monumentality’s	aesthetic	and	
ideological	updating	after	1945.	
Before	turning	to	the	role	of	crafts	in	

this	context,	it	is	necessary	to	briefly	
summarize	the	fundamentals	of	The	New	
Monumentality	movement	to	understand	
how	these	figures	enacted	inclusivity	in	
the	realm	of	art	and	architecture.	“Nine	
Points”	and	other	primary	source	ma-
terials	do	not	define	exact	standards	for	a	
monument.	However,	five	principal	
themes	emerge	from	all	the	documents.4	
These	are:	an	embrace	of	modern	
building	materials	and	modern	art;	an	
active	awareness	of	civic	responsibility;	
the	arts	as	a	medium	for	social	reform;	
the	open	collaboration	of	artists,	
architects,	and	technicians;	and	a	
rejection	of	the	practice	of	borrowing	
dated	motifs,	which	they	termed	
historicism.	Overall,	the	leading	figures	
were	mindful	of	the	potential	danger	of	
“pseudo-monumentality,”	and	they	
considered	the	previous	guidelines	a	
method	to	combat	what	they	considered	
outmoded	art	and	architectural	attitudes.5	
The	unfashionable	styles	they	were	
challenging	included	the	aesthetic	of	
neoclassicism,	which	had	been	
propagated	by	the	Nazi	regime,	and	the	
Beaux-Arts	tradition.	The	key	figures	
turned	their	attention	to	civic	and	
community	centers,	universities,	
museums,	and	sites	for	intergovern-
mental	gatherings	to	implement	modern	
monumental	design	in	the	context	of	
postwar	reconstruction.6	In	their	late	
careers,	Calder,	Léger,	and	Miró	were	
frequent	contributors	to	these	types	of	

Figure	2.	Josep	Lluís	Sert,	Luis	Lacasa,	and	
Antoni	Bonet;	Spanish	Republican	Pavilion	at	
the	Exposition	Internationale	des	Arts	et	
Techniques	dans	la	Vie	Moderne	in	Paris,	1937.	
Photo	credit: Kollar.	
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sites,	always	with	collaboration	and	syn-
thesis	at	the	forefront	of	their	artistic	
processes.	
Departing	from	the	individualism	of	

easel	painting,	these	artists	provoked	a	
negotiation	between	tradition	and	
modernity	in	their	embrace	of	the	“low”	
arts—textile	making,	ceramics,	metal	
working,	and	glass	making—for	their	
monumental	projects.7	While	The	New	
Monumentality	abhorred	historicism,	this	
antipathy	should	not	be	confused	with	a	
rejection	of	tradition.	Historicism	refers	to	
motifs	such	as	columns	and	pediments,	
while	tradition	refers	to	modes	of	
creation	that	recall	a	shared	history.8	For	
example,	The	New	Monumentality	
actively	embraced	the	centuries-long	
history	of	tapestry	production	in	Europe.	
Léger	and	Miró	worked	with	patron	Marie	
Cuttoli	to	translate	their	easel	paintings	
into	this	medium	during	her	revival	of	
French	tapestry	before	the	war.9	
Following	the	war,	Miró	drew	on	this	
experience	to	create	original	large-scale	
tapestries	that	enhanced	the	surrounding	
architecture.10	In	the	context	of	The	New	
Monumentality,	the	marriage	of	the	
avant-garde	(which	pushed	the	limits	of	
art	in	the	present)	and	crafts	(which	
linked	past	and	present	with	a	lineage	of	
shared	knowledge)	metaphorically	
reflected	the	idea	of	monuments	as	
bridging	past,	present,	and	future.11	In	the	
midst	of	postwar	reconstruction,	Calder,	
Léger,	and	Miró	saw	tremendous	value	
not	only	in	engaging	the	communal	
nature	of	crafts	but	also	in	capitalizing	on	
a	shared	tradition	of	crafts	to	propose	an	
internationally	unified	future.	
Calder,	Léger,	and	Miró	experimented	

with	alternative	modes	of	creation	even	
before	The	New	Monumentality	
movement	was	declared.	These	earlier	
experiments,	especially	at	lower	stakes	
locations	such	as	private	residences,	

helped	shape	their	thinking	about	the	
communal	nature	of	large-scale	art	
production.	For	example,	in	1936	
assistant	MoMA	curator	and	trustee	
James	Thrall	Soby	invited	Calder	to	create	
his	first	large	outdoor	sculpture.	Soby’s	
new	home	was	being	remodeled	by	
International	Style	advocate	Henry-
Russell	Hitchcock	(fig.	3).	Soby	wanted	a	
new	working	wellhead	for	an	adjacent	
well	that	complemented	the	modernist	
updating	of	his	home.	Calder’s	wellhead	
was	constructed	of	iron	and	disks	painted	
in	primary	colors.	The	disks	were	
attached	to	the	ends	of	metal	rods,	
approximately	twenty-five	feet	tall	that	
moved	with	the	wind.	Calder	drew	
inspiration	for	this	significant	oppor-
tunity	from	a	trip	to	the	Metropolitan	
Museum	of	Art	(Met)	in	New	York	City.	
Specifically,	Calder	turned	to	the	Met’s	
extensive	armor	collection	as	a	model	for	
	
	

	

Figure	3.	Alexander	Calder	and	James	Thrall	
Soby,	view	of	wellhead	at	Soby’s	Farmington	
home,	Connecticut,	1936.	Photo	credit:	
Wadsworth	Atheneum	Archives.	
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the	flexibility,	balance,	and	potential	of	
iron.	Calder	wanted	to	transplant	the	
grace	of	armor	into	the	modern	moment.	
And	much	like	in	the	medieval	context	of	
iron	workshops,	Calder	worked	with	the	
Fuller	Welding	Company	to	construct	the	
design.12	Despite	his	engineering	
experience,	Calder	was	unafraid	to	
acknowledge	he	needed	trained	
specialists	to	realize	his	ideas.	He	worked	
with	Mr.	Fuller	on-site	to	create	
something	that	fulfilled	both	its	functional	
and	aesthetic	demands.	Calder’s	
harmonious	partnership	with	several	
ironworks	companies	continued	into	the	
following	decades	as	he	created	large-
scale	mobiles	and	stabiles.	Calder’s	
contributions	to	sites	that	display	an	
empathy	for	The	New	Monumentality,	
like	UNESCO,	were	predicated	on	the	
creative	dialogue	between	craft	
technicians	and	modern	art	he	instituted	
at	the	wellhead.	At	UNESCO,	where	the	
preservation	of	all	cultural	heritage	to	
promote	international	understanding	was	
a	top	priority,	Calder’s	use	of	craft	and	his	
open	collaboration	took	on	an	extra	layer	
of	meaning.	
UNESCO	was	founded	just	after	the	

war’s	conclusion	in	1945	as	a	specialized	
agency	of	the	United	Nations.13	The	
preamble	of	UNESCO’s	constitution	
declared,	“Since	wars	begin	in	the	minds	
of	men,	it	is	in	the	minds	of	men	that	the	
defenses	of	peace	must	be	constructed.”14	
The	literal	construction	of	the	“defenses	
of	peace”	manifested	in	1954	when	
ground	broke	on	the	new	seat	of	UNESCO	
in	Paris.	The	Y-shaped	building	was	
designed	by	three	architects	of	different	
nationalities:	Marcel	Breuer	of	the	United	
States,	Pier	Luigi	Nervi	of	Italy,	and	
Bernard	Zehrfuss	of	France.	The	
Committee	of	Art	Advisors	(CAA)	was	
established	to	commission	eleven	original	
works	of	art,	in	consultation	with	these	

architects,	for	the	1958	inauguration	of	
the	building.	At	their	first	official	meeting,	
Breuer	presented	the	committee	with	a	
list	of	locations	for	the	artworks	he	and	
his	team	desired	as	well	as	suggestions	
for	variety.	This	list	included	“a	decorated	
stone	wall	.	.	.	[with]	the	particular	
medium	to	be	chosen	by	the	artist.”15	The	
CAA	decided	to	forego	a	competition	and	
instead	extended	invitations	directly	to	
the	artists.16	The	top	choice	for	the	stone	
wall	was	Léger,	with	Miró	as	the	runner	
up.17	Léger’s	death	over	the	summer	of	
1955	meant	that	Miró	moved	into	first	
position	for	the	stone	wall.	Miró	accepted	
the	invitation,	enlisting	a	collaborator,	
established	ceramist	Josep	Llorens	
Artigas,	to	co-create	the	mural.	
	

	

	
In	1944	Miró	began	an	extensive	
partnership	with	Artigas.	In	two	years	
they	created	ten	large	vases	and	a	number	
of	decorative	plaques.	After	this	period,	
their	procedures	quickly	evolved	into	
more	experimental	ones.	Artigas	relished	
Miró’s	inexperience	with	the	medium,	

Figure	4.	Joan	Miró	and	Josep	Llorens	Artigas,	
Wall	of	the	Sun,	1957–58,	UNESCO,	Paris.	Photo	
credit:	R.	Anna	Franklin. 
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claiming	it	freed	him	from	any	pro-
fessional	prejudices	and	brought	
something	new	to	the	table.18	Their	
partnership	was	one	of	open	communi-
cation,	trust,	and	a	willingness	to	
compromise.19	This	equity	was	unusual	
among	the	older	generation	of	modernists	
working	in	the	latter	half	of	the	twentieth	
century.	In	fact,	Picasso	was	the	first	to	
suggest	a	collaboration	with	Artigas,	but	it	
was	not	proposed	on	a	fifty-fifty	basis	and	
did	not	work	out.20	Miró	and	Artigas	
created	thirteen	ceramic	murals,	all	at	
sites	that	share	an	affinity	with	The	New	
Monumentality	movement,	beginning	
with	The	Wall	of	the	Sun	(fig.	4)	and	The	
Wall	of	the	Moon	(fig.	5)	at	UNESCO.	
	
	

	

	
The	first	firings	for	the	UNESCO	murals	

took	place	in	September	1956.21	In	the	
end,	585	tiles	were	painted,	fired,	and	
joined	to	construct	the	murals,	which	
were	finished	two	years	later,	in	May	
1958.	Throughout	the	process	Miró	and	
Artigas	did	not	shy	away	from	experi-
mentation	and	revision.	Many	more	tiles	
were	scrapped,	including	the	entire	first	
batch	of	232,	which	were	regular	in	shape	
and	texture.	This	decision	came	after	they	
visited	a	number	of	sites	of	Catalan	
cultural	heritage,	including	a	Gothic	
church	in	Santillana,	Romanesque	frescos	
at	the	Catalonia	Museum	of	Art,	Antoni	
Gaudi’s	Guell	Park	in	Barcelona,	and	the	

cave	paintings	at	Altamira.	Miró	and	
Artigas	decided	that	irregular	tiles	better	
reflected	the	historical	sources	they	
wanted	to	blend	with	a	modernist	visual	
idiom.	The	pair’s	visual	research	was	one	
of	two	major	ways	in	which	they	inter-
acted	with	the	past	and	a	shared	cultural	
tradition.	Artigas’s	creative	process	drew	
extensively	on	the	arts	of	wood	firing	and	
high-fire	pottery	that	were	used	by	the	
ancient	Greeks	and	Chinese.22	He	avoided	
modern	conveniences,	such	as	electric	or	
gas	kilns,	as	well	as	commercially	pre-
pared	glazes	and	clays.	The	adoption	of	
these	traditions	compelled	him	to	
construct	his	own	kiln,	choose	his	own	
wood,	and	supervise	all	of	the	firings	for	
his	ceramics.	
While	Artigas	reached	into	the	past,	

Miró’s	avant-garde	tendencies	pushed	the	
UNESCO	murals	into	the	present.	Miró’s	
artistic	input	is	evident	in	the	colorful	
palette	of	glazes,	which	he	applied	with	a	
broom	made	of	palm	tree	leaves,	and	in	
the	abstract	compositional	elements.23	
Miró’s	composition	eschews	all	didactic	
iconography,	departing	from	traditional	
expectations	of	artistic	programs	of	
sociopolitical	significance.	Instead,	his	
imagery	derives	from	his	consultations	
with	Breuer.	He	explained	that	certain	
details	of	the	building,	such	as	the	
regularity	of	the	windows,	inspired	the	
checkered	patterns	and	shapes	of	the	
figures.24	The	artist’s	decision	to	refrain	
from	a	decisive	narrative	forces	visitors	to	
pause	and	contemplate	the	various	
relationships	embedded	within	the	
mural’s	composition	and	medium,	as	well	
as	its	historical	and	physical	contexts.	The	
latter	point	speaks	to	UNESCO’s	objective	
of	engaging	“the	minds	of	men”	to	solicit	a	
shift	away	from	the	exclusivity	of	
individuality—and	by	extension	
nationalism—in	favor	of	an	inclusive	
mentality	that	celebrates	a	diversity	of	

Figure	5.	Joan	Miró	and	Josep	Llorens	
Artigas,	Wall	of	the	Moon,	1957–58.	UNESCO,	
Paris.	Photo	credit:	R.	Anna	Franklin.	
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voices.	The	murals	were	well	received	by	
critics	and	the	public	alike,	in	no	small	
part	because	of	their	ability	to	harmonize	
with	the	other	commissions	and	the	
architecture.	The	emphasis	on	
collaboration	embedded	within	the	
artwork	carried	with	it	a	subtle	but	
poignant	optimism	that	was	much	needed	
in	an	era	of	rebuilding.	In	1958	Artigas	
and	Miró	were	awarded	the	Guggenheim	
International	Award	(sponsored	by	the	
Guggenheim	Foundation)	for	this	project.	
Miró’s	unmistakable	style	could	have	

easily	dominated	the	two	freestanding	
walls.	However,	both	walls	feature	a	dual	
signature	confirming	that	they	were	the	
product	of	collaboration	(fig.	6).	In	1958,	
at	the	conclusion	of	this	two-year	
endeavor,	Miró	explained,	“Mural	art	is	
the	opposite	of	solitary	creation;	but	
although	you	must	not	give	up	your	
individual	personality	as	an	artist,	you	
must	engage	it	deeply	in	a	collective	
effort.”25	Artigas	maintained	his	artistic	
voice	in	the	careful	attention	he	paid	to	
every	step	of	the	ceramics	process,	and	
Miró	adapted	his	style	to	embrace	the	
medium.26	Neither	sacrificed	their	
individuality	or	dominated	the	other.		
	

Their	partnership	and	the	resulting	walls	
emulate	the	themes	that	constitute	The	
New	Monumentality:	they	openly	collabo-
rated,	bringing	together	expertise	from	
different	realms	of	art	production;	they	
were	conscious	of	the	integration	of	art	
and	architecture	required	by	the	com-
mission;	they	looked	to	a	variety	of	
sources	for	inspiration	instead	of	relying	
on	established	practices	of	mural	making	
and	iconography;	and	perhaps	most	
importantly,	they	recognized	the	value	of	
their	collaboration	in	the	context	of	
UNESCO’s	global	mission	of	cultural	
understanding.	

Miró	and	Artigas	reserved	their	
monumental	ceramic	murals	for	sites	of	
cultural	and	educational	significance.	Two	
years	after	UNESCO,	the	pair	created	a	
ceramic	mural	to	replace	a	deteriorating	
painting	Miró	had	completed	for	the	
Harkness	Commons	of	the	Harvard	Law	
School	in	1951	(fig.	7).	This	work	is	not	
isolated	from	everyday	life;	it	is	instead	
integrated	into	a	space	where	students	
congregate	to	discuss	their	academics,	
socialize,	and	eat,	shedding	the	intimi-
dation	monumental	art	can	sometimes	
provoke	in	viewers.	Other	examples	
include	a	1964	mural	for	the	new	campus	
of	the	University	of	St.	Gallen	in	
Switzerland;	one	for	the	Guggenheim	
Museum	in	New	York	City	in	1967;	one	
for	the	International	Exposition	in	Osaka,	
Japan,	in	1970;	and	one	for	the	Zurich	
Kunsthaus	in	1972.	Miró	did	not	have	a	
hand	in	the	execution	of	his	two	final	
ceramic	murals.	The	two	untitled	murals	
were	created	in	1992	and	are	housed	at	
the	Miró	Foundation	in	Palma	de	
Mallorca.	One	of	the	Mallorca	murals	was	
completed	by	Maria	Antonia	Carrió,	the	
other	by	Artigas’s	son,	Joan	Gardy	Artigas,	
who	worked	closely	with	his	father	and	
Miró	from	the	1950s	on.	Gardy-Artigas		
	

Figure	6.	Joan	Miró	and	Josep	Llorens	Artigas,	
detail	of	the	dual	signature	on	the	Wall	of	the	
Sun.	1957–58.	UNESCO,	Paris.	Photo	credit:	R.	
Anna	Franklin.	
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constructed	his	mural	based	on	a	1954	
model	Miró	had	created	for	the	project;	
before	his	death,	Miró	approved	the	pro-
duction	of	this	mural	without	him.	Miró’s	
endorsement	of	Gardy-Artigas	speaks	to	
Miró’s	strongly	held	belief,	and	The	New	
Monumentality’s	fundamental	principle,	
that	art	is	above	all	a	collaborative	act.	
The	opening	statement	of	“Nine	Points”	

immediately	foregrounds	the	nature	of	
monuments	as	constructed	to	outlive	the	
present	and	form	a	link	between	past	and	
future.27	The	above	examples	capture	how	
expressions	of	The	New	Monumentality	
used	craft	to	bridge	the	past	and	present,	
the	present	referring	to	the	decade	
following	World	War	II.	This	global	event	
was	at	the	crux	of	the	movement’s	
idealistic	drive.	Rather	than	a	prescription	
of	iconography	that	proclaims	a	
monumentality	of	cultural	and	political	
dominance,	the	ultimate	objective	of	the	
movement	was	to	encourage	a	visual	and	
architectural	process	that	embraced	a	
variety	of	voices	in	the	creative	process,	
in	the	visual	idiom	and	in	the	physical	
construction.	This	is	why	the	coauthors	of	
“Nine	Points”	did	not	define	exact	
standards	for	a	monument.	They	wanted	
variety	to	enter	the	visual	language	of	
monumentality	and	thus	optimistically	
endorsed	experimentation	and	
emphasized	the	creative	process.28	

Nearly	seventy	years	after	the	
conclusion	of	the	war,	our	present	
represents	the	future	Léger,	Calder,	Miró,	
and	Sert	hoped	to	influence.	While	the	
specifics	of	the	movement	have	largely	
become	a	footnote	in	art	and	architectural	
history,	the	artists’	and	architect’s	legacy	
lie	in	the	behavioral	example	they	set	
with	its	emphasis	on	collaboration.	When	
reflecting	on	current	events	through	the	
lens	of	the	ideals	they	hoped	to	pass	on,	it	
is	tempting	to	be	left	with	a	sense	of	
pessimism.	Reading	news	headlines	
leaves	one	with	a	sense	that	nationalism	
is	on	the	rise	while	the	spirit	of	
international	unity	and	cooperation	is	
dwindling.	This	is	perhaps	best	
exemplified	by	the	United	States’	recent	
withdrawal	from	UNESCO.29	Instead	of	
dwelling	on	this,	let	us	instead	conclude	
with	a	preview	of	a	symbol	of	hope:	the	
new	European	Union	headquarters	in	
Brussels	(fig.	8).	The	glowing	modernist	
orb	is	encased	in	a	lace	of	glass	and	steel	
openly	marrying	the	original	1927	
building	with	something	entirely	new.	
	

The	facades	are	visually	intertwined	on	
the	outside,	and	on	the	inside,	a	series	of	
footbridges	solidify	the	connection	

Figure	7.	Joan	Miró	and	Josep	Llorens	Artigas,	
untitled	ceramic	mural	for	the	Harkness	
Commons	of	the	Harvard	University	Law	School.	
1960.	UNESCO,	Paris.	Photo	credit: R.	Anna	
Franklin.	

Figure	8.	Samyn	and	Partners,	Studio	Valle,	and	
Buro	Happold,	exterior	of	the	new	headquarters	
of	the	council	of	the	European	Union,	2017,	
Brussels.	Photo	credit:	Alyn	Griffiths.	
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between	old	and	new.	The	main	meeting	
room	is	decorated	with	colorful	wool	
carpets,	which	acknowledge	national	
identity	while	avoiding	specific	flags,	
designed	by	Belgian	artist	Georges	
Murant.30	The	recently	inaugurated	
structure,	its	abstract	artistic	program,	
and	the	institution	the	structure	hosts	all	
provide	evidence	that	the	spirit	of	The	
New	Monumentality	lives	on,	ever	
evolving	to	fit	the	needs	of	the	present.
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