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Preface and Acknowledgments

This book, as well as the exhibition it was designed to accom-
pany, is based on the premise that a significant, identifiable
change has been taking place in American art over the last two
decades. The diversity of the styles that have appeared may at
first seem simply confusing, ranging as they do from pop art’s
immersion in subject matter to op art’s appeal to pure visual sen-
sation. Yet between these extremes there can be seen a consist-
ent development of abstract forms and the manner of their presen-
tation. We have witnessed, for example, an interaction, perhaps
unprecedented in modern art, between painting and sculpture. In
this development seems to lie the essence of the most crucial
problem for art in our time, and also the most significant area of
stylistic invention.

Every style of the period, of course, is relevant in its way to
this fundamental change. It would have been possible to include
here examples of pop art, but they would have been visually dis-
tracting in this context; op art has also made a major contribution,
especially in the realm of ideas about perception, but it too would
have introduced unnecessary complications. It was further felt
that the juxtaposition of works of art largely similar in formal
means would allow their distinct differences to emerge. Thus the
seeming narrowness of the selection is hopefully to be under-
stood as a matter of purpose rather than of prejudice.

The generosity of artists and collectors and galleries who lent
works to the exhibition, knowing its intent, is therefore especially

commendable. Artists have a natural aversion to being categor-
ized or treated didactically—especially when they are in the mid-
stream of their careers. No disrespect, however, has been intended
toward individual works. The quality of each was the deciding
factor in its inclusion. It is to be hoped that those disagreeing with
the thesis will nevertheless have the opportunity to enjoy the
works, each on its own premises.

Some of the works chosen are familiar, but were included
because of their historical significance; most of them, however,
have seldom or never been seen before, and several were made
specifically for this occasion. Thanks should go to all those indi-
viduals and galleries who lent works to the exhibition, with special
thanks to the artists themselves, who made available more
than half the works shown. The director, who presented this ex-
hibition by invitation, also wishes to extend his thanks to the mem-
bers of the Museum staff who gave him untiring assistance: René
d'Harnoncourt, Director, who gave support to the idea of the show
from its inception; Waldo Rasmussen, Director of Circulating
Exhibitions, whose interest and cooperation have been inspiring
throughout the preparation of the exhibition; Alicia Legg, Associ-
ate Curator of Painting and Sculpture, who helped in all aspects
of it: Wilder Green, Director of the Exhibitions Program, the archi-
tect of the installation, whose sensitivity to the problem and to
the works is reflected in its ultimate achievement; Dorothy Miller,
Senior Curator of Painting and Sculpture, who made possible the
several loans from the Museum collection; and Jane Necol, whose
assistance far exceeded that of mere secretarial efficiency.

E. C. Goossen
Director of the Exhibition
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To propose that some art is more “real” than other art may be
foolhardy. Yet many American artists over the last few years have
made this proposal by the nature of their works. They have taken a
stance that leaves little doubt about their desire to confront the
experiences and objects we encounter every day with an exact
equivalence in art. That they are shaping this equivalence by modi-
fying forms inherited from the history of modern abstraction may
or may not be an accident. Certainly there seems to be a growing
distrust of idealism and its unfulfilled promises. The “real” of
today as it is posited by this new art has nothing to do with meta-
phor, or symbolism, or any kind of metaphysics. It is not the ideal
Hegelian essence that Hans Hofmann was invoking several
decades ago in his essay, “The Search for the Real.”! It does not
wish to convey the notion that reality is somewhere else. Neither is
it related to the symbolic reality Malevich thought he had dis-
covered when, in 1913, he first isolated his black square on a white
field. Malevich indeed had produced a real square, buthe
employed it as an element in the construction of a precariously
balanced, idealized order with which he proposed to bring forth a
“new world of feeling.” Today’s “real,” on the contrary, makes

no direct appeal to the emotions, nor is it involved in uplift. Indeed,
it seems to have no desire at all to justify itself, but instead offers
itself for whatever its uniqueness is worth—in the form of the
simple, irreducible, irrefutable object.

Whatever the urgencies of the last decade outside the arts
that may have helped bring about this insistence on the stub-
bornly literal idea of the *'real,” there is sufficient evidence to
explain it purely as an extension of the implications, of both form
and attitude, in abstract expressionism.

Of late, as “formalist” criticism bears down harder (out of
necessity, one might add), the ambition and the attitude that gave
rise to the works of the abstract expressionists have begun to
recede behind tomes of analysis. Yet the impetus toward the
mature styles of Pollock, Rothko, Still, and Newman (pp. 14-17),
to name the four whose influence has persisted most strongly, was
the desire to find one’s real self on the canvas through personal
imagery and format. This desire was not mystical or metaphysical;
quite the opposite. It was an overriding ambition to make some-
thing so original that its reality could not be challenged. As
Clyfford Still wrote in 1952, “We are now committed to an unquali-
fied act, not illustrating outworn myths or contemporary alibis.
One must accept total responsibility for what he executes.”?

1, Hans Hofmann, Search for the Real and Other Essays ed. Sara 7. Weeks and Bartlett
H. Hayes, Jr. (Andover, Mass.: Addison Gallery of American Art, 1948), pp 46-54;
revised ed. (Cambridge, Mass.: The M.I.T. Press, 1967), pp. 40-48.

2. From a letter dated February 5, 1952; quoted in 15 Americans (New York: The Museum
of Modern Art, 1852}, p. 22, and The New American Painting (New York: The Museum
of Modern Art, 1959), p. TE.
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These painters had of course learned much from the abstract
art of the preceding four decades. They knew that to specify an
illusionistic space on an otherwise obviously flat surface inevitably
carries representational associations with it. Representation is in
turn associated with realism, an illusion of the fact rather than
the fact itself. Thus they worked to achieve a feeling of indeter-
minable space without specifying its dimensions. Imagery had also
to be as free from associations as possible and refer to nothing
outside its role in the picture. They turned their backs on Euclidean
geometry, with its familiar, idealist history, and also gradually
removed any overt reference to organic form. Color had to share
the burden of ariginality, as each artist sought to make it as much
his own as possible, not only by his selection of hues and values,
but also by a personalized method of application that would distin-
guish it materially from conventional practice. And while they
spoke much of subject matter, their aim was not to represent
something, but to make something, something which had never
existed in the world before. They wanted, as Mark Rothko said,
to eliminate “all obstacles between the painter and the idea, and
between the idea and the observer.” Among the obstacles he
included “memory, history, or geometry.””

The forms and formats these artists employed now seem
comparatively rich and complex when one becomes used to the
minimal paintings of the 1960’s. But the high intensity they were
able to evoke, using nothing but abstract forms on a two-dimen-
sional surface, set a tone and level that would rarely be matched
in the subsequent twenty years, and strangely enough only by
those who dared reduce the means even further, while at the same
time seeking an even more literal reality.

The early 1950's saw the full efflorescence of abstract expres-
sionism in the hands of its inventors, and also its degradation in
the hands of those artists who followed the superficial aspects of
“action” painting and depended upon personality alone to carry
the day. Such an individualistic approach was not for everybody.
Happily there was an alternative. It came from artists of a different
temperament, those who felt more at home with the clean, bright,
unmodulated colors of De Stijl, the sharp-edged forms of the
American precisionists, and the anonymous paint surfaces of the
“magic realists.” Painting for artists of this persuasion became
a process of thought from the very beginning, rather than a
process of discovery after the fact, as was the habit of “painterly™
expressionists. The objection that such an approach was closer
to “design” than to “art” was based on the same romantic preju-
dice that Jane Austen had tried to correct in Sense and Sensibility:
i.e., that intellection obviates feeling.

3. From a statement in The Tiger's Eye {New York), October 1949; quoted in 15§ Americans,
p. 18, and The Mew American Painting, p. 68,




It is a fact, however, that a number of artists with design or
architectural training were to take up painting during the 1950's
and help to bring about a healthy reaction to expressionistic
excess. At first they were relatively obscure; for example,
Alexander Liberman was the only painter of the new “*hard-edge”
school to be included in the important exhibition Younger Ameri-
can Artists organized by James Johnson Sweeney in 1954 at the
Guggenheim Museum. Liberman’s painting had been done in 1950,
the same year as Minimum (p. 22). At the same time Tony Smith
was developing a modular system for his painting (p. 19), and
Ellsworth Kelly was in Europe establishing his own stylistic
direction. In 1954 Kelly returned from Paris, where he had met
Vantongerloo and Jean Arp; neither of these men, however, had
much influence on him. Except for a few paintings based on Arp’s
theories of “‘chance,” most of Kelly's work, then as now, derived
from direct observation of forms in his environment. This fascina-
tion with things seen, and the way they actually are seen, is
reminiscent of the prophetic work of Georgia O'Keeffe. In its
uncompromising objectivity, O'Keeffe's intense vision seems more
coordinate with the art of the last decade than with that of her own
generation. A comparison of her Lake George Window of 1929
(p- 12) with Kelly's reconstruction of a window observed (p. 13)
points up not only our sense of what is factually real in each, but
also how the real can be achieved in either two or three dimen-
sions. Certain components of the situation can be equated: the
angle of vision is head on, axial symmetry is frankly accepted,
composition literally follows fact, and there is no implication of
action that would require our suspension of disbelief. O'Keeffe's
window is not sculptural beyond the minimal shadowing of deline-
ation, and Kelly's window is not pictorial beyond the illusions
inherent in our own seeing. Both are almost totally static and make
no allusions to any world other than their own, yet they are “art”
as much as are any other works of art.

During this same period Kelly discovered the power of pure
color. He painted a series of pictures made up of joined, vertical
panels. Each panel was painted one unmodulated color empha-
sizing its rectangular area and its relative physical position in a
horizontal format similar to an ordinary color chart. In such
pictures as Painting for a White Wall, 1952 (p. 25), Kelly literally
turned color into subject matter. A few years later other artists
would employ this format for the same reason, but none of them
would surpass the purity, innocence, and sensuous presence of
color that Kelly achieved in these paintings. He was also responsi-
ble for what was probably the first “shaped canvas” that can be
directly related to subsequent developments. White Relief of
1952-1955 (p. 23) did not issue from a drawing board but from the
observation of the mirror-image of light streaming under the arch

of a bridge. Although it is not necessary to know Kelly's sources to
experience his art as art, knowing them helps one understand
why his work has such structural integrity.

Even among artists who stayed with representational, rather
than abstract, subject matter, common sense and literalness have
played major roles. Jasper Johns possesses both to a maximum
degree, To solve the problem of subject matter in relation to
the flat canvas, and perhaps taking a hint from O'Keeffe's leaf
pictures of the 1920's, he often selected flat subjects like targets,
maps, typographical elements, or flags. Others, committed to
solving the problem in terms of an abstraction without allusion,
took longer and more difficult routes. Both the younger Frank
Stella and the older Paul Feeley had, by the late 1950's, found
themselves frustrated trying to climb the ramparts of abstract
expressionism. Each began to look for a rational way to redirect
his art. Stella abandoned variegated color and painterliness;
starting with a rectangle or cross, like many city planners, he
enlarged upon it by a simple series of equally broad stripes until a
satisfactory area for the module of the stripe was reached, and
that was his picture (p. 28). The external shape was determined by
the initial shape at the center, and in order not to end up with
leftover areas at the edges, which would have created the image
of a heraldic device on a field, he notched them out. The result was
a 'shaped canvas." In later experiments (p. 29) with V's, paral-
lelograms, rhomboids, hexagons, semi-circles, etc., he invented
series after series of interpenetrating and overlaid shapes using
color coding, as Stuart Davis had in his late pictures, to identify
and hold the colored bands within a minimal, flattened space.

Feeley, on the other hand, seeing the problem as one of
keeping alive the surface of the canvas without losing its flatness,
developed an interchangeable relationship of figure to ground
by means of two undulating, interactive shapes. When one or the
other was placed on an unpainted canvas field, the reverberation
with the absent but implied figure gave life to the picture as a
whole (pp. 31-33). Ultimately he also created these shapes in
intersecting planes of painted wood, or in fully round constructions
of fiber glass exposing them to three-dimensional space (p. 30).

There were painters, nevertheless, throughout the 1950's and
early 1960's who did not seek to relieve the pressure on two-

dimensional painting by moving toward or into the third dimension.

In fact, they added still more pressure. Turning to their expres-
sionist forebears, they tended to pick a particular element or
quality from the work of Rothko or Newman or Still, emphasize it,
and then make it carry the main burden of pictorial means and
interest. The urge, in other words, was to reduce rather than to
agglomerate (the reverse was likely to be true of those who fol-
lowed the tradition of the "‘action" painters). This reduction also




occurred in the over-all design of their pictures, in the direction
either of “field” painting or in the symmetrical organization of
centered, simplified non-images.

Following Still's tacky paint surface, for example, Ralph
Humphrey eliminated Still’s kind of drawing, shape, and sugges-
tion of planes, and ended up with a field of color (p. 51). He
modulated his color with very slight shifts of hue and worked the
paint into low, light-catching relief, achieving a subtle, tactile
physical presence across the canvas. Ad Reinhardt, on the other
hand, who had often been considered as one of the abstract
expressionists but was never quite able to abandon his Bauhaus
prejudices, worked from within nearly opaque colors, often matte
black, illuminating an elementary cruciform with lighter tints. The
near-objectness of the black pictures in particular was to have
considerable impact on some of the younger artists, among them
sculptors, of the later 1960's.

A number of painters during the late 1950's and early 1960’s
contributed to the reduction of imagery and incident without quite
abandoning expressionism. Ray Parker, for example (p. 34), seems
to have been torn between lyrical passion and the need to find
a way to make his art as palpably real as possible. There are
lyrical qualities, too, in Morris Louis' work, but they are balanced
by the physicality of the soak-stain method he used, which iden-
tifies color with the actual weave of the canvas. Moreover, Louis
kept reducing his means, and even the area that the hues occupied
in the vast expanse of raw canvas, ever seeking a still higher
brilliance to confirm their existence as color. And in the last series
before his death, referred to as the “Unfurleds’” (p. 38), he pushed
the central space between the ribbons of color more widely apart,
thereby increasing the distance over which the eye must travel
to pull the image together, or, if one's gaze is fixed on the empty
center, calling peripheral vision into action. These two ways of
seeing such pictures adds to our perception of their physical
existence as space-occupying objects.

Kenneth Noland’s most recent pictures are even larger than
Louis’, and something similar occurs in respect to peripheral
vision. But since Noland carries his variegated horizontal stripes
across the whole field, the eye can only handle parts at a time,
except when the picture is seen from one end, where the perspec-
tive effect of dimunition assists one’s understanding of the
physical situation. The speed of recognition is slowed, however,
by the number of the vertically stacked colors. This stacking,
of course, is a system of ordering that has been in wide usage in
the sculpture of the 1960’s and was employed as early as 1956
by David Smith in the unique piece Five Units Equal (p. 26). Itis
nonetheless consistent with Noland's earlier concentric circles
(p. 39) and his chevron pictures. Noland’s ideas for pictorial
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format seem to have come from military insignia, selected not for
their iconographic implications, but for their banal simplicity,
permitting maximum emphasis on color.

The increase in the sheer size of paintings, and recently of
sculpture as well, has been a much discussed subject since the
days of the big canvases of the abstract expressionists. As paint-
ing has become more “minimalist,” the optimum sizes appear to
have increased proportionately. The same kind of inverse ratio
seems to have been at work in another way. As this kind of art has
grown more conceptual, it has depended more and more upon
such basic responses as simple perception, sensuous apprecia-
tion, kinesthetics, and recognition of the tactile, objective
existence of the work before us. This may explain the current
popularity of sculpture, particularly of abstract and non-pictorial
sculpture. Painting, always more capable of, and therefore more
prone to, intellectualization, has nevertheless tried to keep pace
with this demand for palpable reality, while still remaining paint-
ing. It has succeeded so far only by distilling its means and putting
more perceptual burdens on the viewer. In a minimal painting by
Patricia Johanson (p. 55), for example, we are expected to grasp
a single narrow strip of color extending as much as twenty-eight
feetalong the middle of an empty field of raw canvas. Such
pictures remind us that painting had reached the minimal several
times before in this century—in O’Keeffe's Blue Lines of 1916
(p. 10), for example, and in Malevich's White on White of 1918—
but in the Johanson we are asked to cope with the irreducible facts
physically rather than intellectually.

The problem of color in sculpture may never be resolved
satisfactorily, since painted sculpture tends to become pictorial,
or at least to undergo a serious weakening of form. Color seems
to work best with minimalist sculpture, as in some of Lyman Kipp's
larger pieces (p. 44) or in Sanford Wurmfeld's three-dimensional
color charts (p. 45). As for John McCracken's slabs of sheer color
(p. 50), it is hard to tell whether one is confronting a painting or
a sculpture.

At this juncture the two modes are still checking out each
other’s territory to find out what is real for each, suggesting that a
more coordinated sense of style may be in the offing. This is
especially observable in the common application of simple and
regularized patterns and systems: the grid, the modular, and the
radial as well as close-packing, stacking, etc. The resultis a
democratic ordering of similar parts brought together into a
totality. Hierarchical passions and dynamics are left behind, and
we are faced instead with self-evident, crystalline structure, the
objectively (instead of subjectively) real. What is surprising is the
variety that such sculpture and painting have been able to provide,
given conditions and limitations that we once might have thought







could lead only to empty repetition and boredom.

This variety is partly the result of the interchange between the
two modes, which had already begun in the early 1960’s. We
discover that Carl Andre’s earliest stacked sculptures (p. 27) are
distinctly related to Stella's first black pictures (p. 28); Darby
Bannard's paired rectangles (p. 35) suggest a number of box and
plane pieces by Robert Morris (p. 47), Donald Judd, and others;
while Agnes Martin’s stacked and grid structures (p. 40) find their
equivalent in Judd's wall sculptures (pp. 41, 42), Larry Poons'’s grid
paintings, and Sol LeWitt's space cages (p. 43). But when we put
all these and other seemingly similar works together, subtle
differences appear, and the full richness of the new vocabulary
of forms becomes visible.

Whereas Judd and Morris, who have already atiracted con-
siderable attention here and abroad, set out to make original and
“specific’’ objects (Judd's term) and have often concerned them-
selves with the orderly placement of separate units in a space
field, Tony Smith has taken an entirely different route. Though he
says he “‘speculates in pure form,” the results are hardly specu-
lative. Die and Free Ride (pp. 36-37), both of 1962, are the simplest
possible resolutions of the essence of the cube. To confront one
of these works is to know the cube on a scale that allows us to
experience it fully without being handed ideas about it. The later
pieces, following the logic and the variations possible to
tetrahedra, can be viewed from any direction whatever without
the mass becoming lost in silhouette, a failing of much pictorial
sculpture. Smith’s attack allows for the broadest range, from
pieces that stand aloof and alone to those that can, like Stinger
(p. 49), envelop the viewer and force him to experience them.
Perhaps more than any other sculptor at this time, Smith has found

Opposite:

Georgia O'Keeffe. Blue Lines Number 10. 1916. Watercolor on paper,

25 x 19 inches. Lent by Georgia O'Keeffe and The Metropolitan Museum of
Art, Alfred Stieglitz Collection, 1949
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the precise amount of the “real” we can bear in art, for his work
has a monumental power rarely available to other approaches.

The gradual divorce of the physical means of art from expres-
sionistic associations has been accompanied by a distinct change
in attitude toward what art should attempt. Expressionism, even at
its most abstract, continued many aspects of representational art,
and constructivism, despite its purist look, was basically nostalgic
in its search for meaning through traditional methods of com-
position. The new attitude has been turning art inside out: instead
of perceptual experience being accepted as the means to an end,
it has become the end in itself. The Renaissance artist labored
over perspective in order to create an illusion of space within
which he could make believable the religious and philosophical
ideals of his time: the contemporary artist labors to make art itself
believable. Consequently the very means of art have been isolated
and exposed, forcing the spectator to perceive himself in the
process of his perception. The spectator is not given symbols, but
facts, to make of them what he can. They do not direct his mind
nor call up trusted cores of experience, but lead him to the point
where he must evaluate his own peculiar responses. Thus, what
was once concealed within art—the technical devices employed
by the artist—is now overtly revealed; and what was once the
outside—the meaning of its forms—has been turned inside. The
new work of art is very much like a chunk of nature, a rock, a tree,
a cloud, and possesses much the same hermetic “otherness.”
Whether this kind of confrontation with the actual can be
sustained, whether it can remain vital and satisfying, it is not yet
possible to tell.

E.C.G.
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Opposite:

Georgia O'Keeffe, Lake George Window. 1929,
Qil on canvas, 40 x 30 inches. The Museum of
Modern Art, New York, acquired through the
Richard D. Brixey Bequest

Above:

Ellsworth Kelly. Window (Museum of Modern
Art, Paris). 1949. Qil on canvas, and wood, 50%2
X 1912 inches. Owned by the artist




Left:

Mark Rothko. Number 70. 1950. Qil on canvas,
90% x 57V inches. The Museum of Modern Art,
New York, gift of Philip Johnson

Opposite left:

Barnett Newman. Day One. 1951. Qil on canvas, 11
feet x 4 feet 2% inches. Whitney Museum of Amer-
ican Art, New York, gift of the Friends of the Whit-
ney Museum and purchase

Opposite right;

Barnett Newman. Ulysses. 1952. Qil on canvas, 11
feet x 4 feet 2 inches. Collection Mrs. Barnett
Newman, New York










Opposite:

Clyfford Still. Painting. 1951. Qil on canvas, 7 feet 10 inches x 6 feet 10 inches. The Museum of Modern Art, New York, Blanchette Rockefeller Fund

Above:
Jackson Pollock. Number 7. 1948. Qil on canvas, 5 feet 8 inches x 8 feet 8 inches. The Museum of Mode

rn Art, New York, purchase




Left:

Barnett Newman. Here. 1950. Bronze, 8 feet x 27 inches x 26 inches. Collection Mrs.
Barnett Newman, New York

Opposite:

Tony Smith. The Louisenberg. 1953-1954. Qil on canvas, 9 feet 9 inches x 11 feet 7
inches (11 works from a modular series). For owners, see Catalogue 45
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Jasper Johns. White Numbers. 1957. Encaustic on canvas, 34 x 28% inches.
The Museum of Modern Art, New York, Elizabeth Bliss Parkinson Fund

20




Jasper Johns. Fiag. 1954. Encaustic on newspaper over composition board, 42% x 603 inches.
Collection Philip Johnson, New York
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Alexander Liberman. Minimum. 1950. Enamel on composition board, 48 x 48 inches. Owned by the artist 22




Ellsworth Kelly. White Relief—Arch and Its Shadow (Pont de la Tournelle, Paris). 1952-1955.
) Painted wood, 64 x 48 inches. Private collection, London |







Opposite:
Ellsworth Kelly. Colors for a Large Wall. 1951. Oil on canvas, 64 joined panels, 8 x 8 feet, Sidney Janis Gallery, New York

Above:
Ellsworth Kelly. Painting for a White Wall. 1952. Oil on canvas, 5 joined panels, 2312 x 712 inches, Owned by the artist
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Opposite:

David Smith. F Units Equal. 1956. Stainl steel,
74Ya X 161 14 inches. Storm King Art Center,
Mountainville, New York

Right:

Carl Andre. Cedar
21~ ~
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Frank Stella. Turkish Mambo. 1959-1960. Qil on canvas, 11 feet 6 inches x 7 feet 63 inches. Private collection, New York

Above right:

Frank Stella. Newstead Abbey. 1960. Metallic paint on canvas, 10 x 6 feet. Private collection, New York. (Not in exhibition)

Opposite:

Frank Stella. Tuftonboro 1. 1966. Synthetic polymer paint on canvas, 8 feet 3 inches x 9 feet 1 inch. Collection Mr. and Mrs. Victor W. Ganz, New York
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Above left:
Paul Feeley. Deneb-El-Algedi. 1965. Painted plywood, 36 X 36 x 36 inches. Estate of the artist, courtesy Betty Parsons Gallery, New York

Above right:
Paul Feeley. Model for Jack. 1965. Painted wood, 8 x 8 x 8 inches. Collection Helen Webster Feeley, North Bennington, Vermont

Opposite:
Paul Feeley. Alphecca. 1965, Qil on canvas, 60 x 60 inches. Estate of the artist, courtesy Betty Parsons Gallery, New York
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Paul Feeley. Grafias. 1965. Enamel on canvas, 92 x 92 inches. Collection Helen Webster Feeley, North Bennington, Vermont
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Paul Feeley. /lion. 1962. Oil on canvas, 60 x 48 inches. Estate of the artist, courtesy Betty Parsons Gallery,
New York
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Opposite:

Raymond Parker. Number 100. 1962. Oil on canvas, 77 x 68 inches. Owned by the artist

Below:

Darby Bannard. Alfure-Alfure. 1961. Oil on canvas, 67 x 63 inches. Owned by the artist, lent courtesy Tibor de Nagy
Gallery, New York

35




Above:
' Tony Smith. Die. 1962. Steel, 6 x 6 x 6 feet. Collection Samuel J. Wagstaff, Jr., Hartford, Connecticut

Opposite:
Tony Smith. Free Ride. 1962. Steel, 6 feet 8 inches x 6 feet 8 inches x 6 feet 8 inches, Collection David M. Pincus,

Wynnewood, Pennsylvania 36










Opposite:
Kenneth Noland. Turnsole. 1961. Oil on canvas, 7 feet 10% inches x 7 feet 10% inches. The Museum of Modern Art,

New York, Blanchette Rockefeller Fund

Above:
Morris Louis. Alpha Tau. 1961, Acrylic on canvas, 8 feet 6 inches x 19 feet 6 inches. City Art Museum of St. Louis, gift

18 39 of the Shoenberg Foundation
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Opposite:

Agnes Martin. Bones Number 2. 1961, Qil on canvas, 72 x 48 inches. Col-
lection Betty Parsons, New York

Right:

Donald Judd. Untitled. 1965. Galvanized iron, 11 feet 3 inches high (8 boxes,
each 9 x 40 x 31 inches, at 9-inch intervals). Collection Henry Geldzahler,
New York




Above:

Donald Judd. Untitled. 1963. Painted wood and galvanized iron, 49% x 42 x 5% inches. Owned
by the artist

Opposite:

Sol LeWitt. Model for untitled sculpture, 1966. Painted wood, 2 x 12 x 12 feet. Dwan Gallery, New York
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Left:
Lyman Kipp. Model for Afbatross. 1968. Painted wood,
9 inches high

Opposite:

Sanford Wurmfeld. ///—72. 1967-1968. Painted wood,
7 feet 6 inches high, diameter 30 inches. Owned by
the artist, lent courtesy Tibor de Nagy Gallery, New
York
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Above: ,1
Carl Andre. Study for Fall. 1967. Pen and ink on graph paper 7 ‘
Opposite: g
Robert Morris. Untitled. 1967-1968. Aluminum |-beams, 4 feet 6 inches x 15 feet x 15 e

feet. Leo Castelli Gallery, New York 46 i‘
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Opposite: |
Robert Smithson. Leaning Strata. 1968. Painted steel, 3 feet x 7 feet 6 inches x 2
feet 6 inches. Dwan Gallery, New York E <

Above: }x v + EX :_’tl;mr_ ..h.e
Tony Smith. Model for Stinger. 1967, Painted plywood, 6 x 32 x 32 inches Q/—‘ﬁ\f ;
-/
Right: ASa o AV
THanlt

Tony Smith. Study for Stinger. 1967. Pen and ink on graph paper

49







51

Opposite:
John McCracken. There's No Reason Not To. 1967. Polyester resin, 10 feet x 20 inches x 3 inches. Nicholas
Wilder Gallery, Los Angeles, and Robert Elkon Gallery, New York

Above:

Ralph Humphrey. Alma Court. 1958. Oil on canvas, 72 x 60 inches. Collection Betty Parsons, New York




Above:
Ellsworth Kelly. Model for untitled sculpture. 1968. Painted cardboard, 11 inches high

Opposite:
Ellsworth Kelly. Study for untitied painting. 1968. Painted papers on cardboard, 24 -8 inches high x

| 55 inches wide O







Above:

Doug Ohlson. Untitled. 1968. Acrylic on canvas, 7 feet 6 inches x 17 feet 3 inches (ten panels, each 18 inches wide, at 3-inch intervals).

Fischbach Gallery, New York

Opposite:

Patricia Johanson. William Clark. 1967. Oil on canvas, 8 feet 6 inches x 28 feet. Tibor de Nagy Gallery, New York 54
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Frank Stella. Study for Gur /I. 1967. Watercolor on graph paper




Catalogue of the Exhibition
July 3-September 8, 1968

Dimensions are given in feet and inches, height preceding width and depth.

Carl Andre. Born in Quincy, Massachusetts, 1935; lives in New York.
1 Cedar Piece. 1960-1964. Cedarwood, 72 x 3614 x 36%s inches.
Collection Hollis Frampton, New York. lllus. p. 27
2 Fall. 1968. Hot rolled steel, 6 x 49 x 6 feet (21 sections, each 6 feet
x 28 inches x %2 inch). Dwan Gallery, New York. Study illus. p. 46

Darby Bannard. Born in New Haven, Connecticut, 1931; lives in Princeton,
New Jersey.
3  Allure-Allure. 1961, Oil on canvas, 67 x 63 inches. Owned by the
artist, lent courtesy Tibor de Nagy Gallery, New York. lllus. p. 35

Paul Feeley. Born in Des Moines, lowa, 1910; died in New York, 1966.

4 lion.1962. Oil on canvas, 60 x 48 inches. Estate of the artist,
courtesy Betty Parsons Gallery, New York. /lfus. p. 33

5 Alphecca. 1965. Qil on canvas, 60 x 60 inches, Estate of the artist,
courtesy Betty Parsons Gallery, New York. lllus. p. 31

6 Grafias. 1965. Enamel on canvas, 92 x 92 inches. Collection Helen
Webster Feeley, North Bennington, Vermont. /llus. p. 32

7 Deneb-El-Algedi. 1965. Painted plywood, 36 x 36 x 36 inches.
Estate of the artist, courtesy Betty Parsons Gallery, New York.
ltus. p. 30

8 Jack Il. 1965-1968. Gold leaf on fiber glass, 91 x 91 x 81 inches.
Estate of the artist, courtesy Betty Parsons Gallery, New York.
Modef illus. p. 30

Ralph Humphrey. Born in Youngstown, Ohio, 1932; lives in New York.
9 Alma Court. 1958. Qil on canvas, 72 x 60 inches. Collection
Betty Parsons, New York. lllus. p. 51

Robert Huot. Born in Staten Island, New York, 1935; lives in New York.
10 Two Suits. 1967. Alkyd paint on canvas, 61 x 61 inches. Collection
Seth Siegelaub, New York

Patricia Johanson. Born in New York, 1940; lives in New York.
11 William Clark. 1967. Oil on canvas, 8 feet 6 inches x 28 feet.
Tibor de Nagy Gallery, New York. lllus. p. 55

Jasper Johns. Born in Allendale, South Carolina, 1930; lives in New York.
12 Flag. 1954, Encaustic on newspaper over composition board, 4233
x 60% inches. Collection Philip Johnson, New York. lllus. p. 21
13 White Numbers. 1957. Encaustic on canvas, 34 x 28 inches. The
Museum of Modern Art, New York, Elizabeth Bliss Parkinson Fund.
Iffus. p. 20

Donald Judd. Born in Excelsior Springs, Missouri, 1928; lives in New York.

14 Untitled. 1963, Painted wood and galvanized iron, 497 x 42 x 512
inches. Owned by the artist. lflus. p. 42

15 Untitled. 1965. Galvanized iron, 11 feet 3 inches high (8 boxes,
each 9 x 40 x 31 inches, at 9-inch intervals). Collection Henry
Geldzahler, New York. lllus. p. 41

Ellsworth Kelly. Born in Newburgh, New York, 1923; lives in New York.
16 Window (Museum of Maodern Art, Paris). 1949. Oil on canvas, and
wood, 5012 x 192 inches. Owned by the artist. lllus, p. 13
17 Colors for a Large Wall. 1951. Qil on canvas, 64 joined panels,
8 x 8 feet. Sidney Janis Gallery, New York. /llus. p. 24
18 Painting for a White Wall. 1952. Oil on canvas, 5 joined panels,
231 x 711 inches. Owned by the artist. /llus. p. 25
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18 White Relief—Arch and lts Shadow (Pont de la Tournelle, Paris).
1952-1955. Painted wood, 64 x 48 inches. Private collection,
London. fifus. p. 23

20 Untitled. 1968. Qil on canvas, 5 joined panels, 12040 inches
high x 22 feet 7 inches wide. Sidney Janis Gallery, New York.
Study iflus. p. 53

21 Untitled. 1968. Painted steel, 9 feet 6 inches x 16 feet x 8 feet 6
inches (approx.). Sidney Janis Gallery, New York. Model illus. p. 52

Lyman Kipp. Born in Dobbs Ferry, New York, 1929; lives in North Salem,
New York.
22  Albatross. 1968. Painted steel, 96 x 90 x 48 inches. Owned by the
artist. Model! iflus. p. 44

Sol LeWitt. Born in Hartford, Cennecticut, 1928; lives in New York.
23  Untitled, 1966-1968. Baked enamel on steel, 2 x 12 x 12 feet. Dwan
Gallery, New York, Model illus. p. 43

Alexander Liberman. Born in Kiev, Russia, 1912; to U.S.A., 1941; lives in
New York.
24 Minimum. 1950. Enamel on composition board, 48 x 48 inches.
Owned by the artist. lllus. p. 22

Morris Louis. Born in Baltimore, Maryland, 1912; died in Washington,
D.C., 1962.
95 Alpha Tau. 1961. Acrylic on canvas, 8 feet 6 inches x 19 feet 6
inches. City Art Museum of St. Louis, gift of the Shoenberg
Foundation. lllus. p. 39

John McCracken. Born in Berkeley, California, 1934; lives in Venice,
California.
26 There's No Reason Not To. 1967. Polyester resin, 10 feet x 20
inches x 3 inches. Nicholas Wilder Gallery, Los Angeles, and
Robert Elkon Gallery, New York. lllus. p. 50

Agnes Martin. Born in Macklin, Saskatchewan, Canada, 1912; to U.S.A.
1932; lives in New York.
27 Bones Number 2. 1961. Qil on canvas, 72 x 48 inches. Collection
Betty Parsons, New York. /llus. p. 40

Antoni Milkowski. Born in Evanston, lllinois, 1935; lives in East Chatham,
New York.
28 Untitled. 1968. Stainless steel, 4 x 4 x 12 feet. Tibor de Nagy
Gallery, New York.

Robert Morris. Born in Kansas City, Missouri, 1931; lives in New York.
29 Slab. 1962-1968. Painted steel, 8 inches x 8 feet x 8 feet. Leo
Castelli Gallery, New York
30 Untitled. 1967-1968. Aluminum I-beams, 4 feet 6 inches x 15 feet x
15 feet. Leo Castelli Gallery, New York. lllus. p. 47

Barnett Newman. Born in New York, 1905; lives in New York.

31 Here.1950. Bronze, 8 feet x 27 inches x 26 inches. Collection
Mrs. Barnett Newman, New York. /llus. p. 18

32 Day One. 1951, Oil on canvas, 11 feet x 4 feet 214 inches. Whitney
Museum of American Art, New York, gift of the Friends of the
Whitney Museum and purchase. lllus. p. 15

33 Ulysses. 1952. Oil on canvas, 11 feet x 4 feet 2 inches. Collection
Mrs. Barnett Newman. New York. lllus. p. 15

Kenneth Noland. Born in Asheville, North Carolina, 1924; lives in New York.

34 Turnsole. 1961, Oil on canvas, 7 feet 10% inches x 7 feet 10%s




inches. The Museum of Modern Art, New York, Blanchette
Rockefeller Fund. lffus. p. 38

35 Resta. 1968. Polymer vinyl paint on canvas, 7 feet 6 inches x 29
feet. Owned by the artist

Doug Ohlson. Born in Cherokee, lowa, 1936; lives in New York.
36 Untitled. 1968. Acrylic on canvas, 7 feet 6 inches x 17 feet 3 inches
(ten panels, each 18 inches wide, at 3-inch intervals). Fischbach
Gallery, New York. /llus. p. 54

Georgia O'Keeffe. Born in Sun Prairie, Wisconsin, 1887; lives in Abiquiu,
New Mexico.
37 Blue Lines Number 10.1916. Watercolor on paper, 25 x 18 inches.
Lent by Georgia O'Keeffe and The Metropolitan Museum of Art,
Alfred Stieglitz Collection, 1949, l/lus. p. 10
38 Lake George Window. 1929. Qil on canvas, 40 x 30 inches. The
Museum of Modern Art, New York, acquired through the Richard
D. Brixey Bequest. /flus. p. 12

Raymond Parker. Born in Beresford, South Dakota, 1922; lives in New York.
39 Number 100. 1962. Oil on canvas, 77 x 68 inches. Owned by the
artist. /llus. p. 34

Jackson Pollock. Born in Cody, Wyoming, 1912; died in East Hampton,
New York, 1956.
40 MNumber 1.1948. Oil on canvas, 5 feet 8 inches x 8 feet 8 inches.
The Museum of Modern Art, New York, purchase. fllus. p. 17

Larry Poons. Borniin Japan, 1937; to U.S.A., 1938; lives in New York.
41  Knoxville. 1966. Acrylic on canvas, 10 feet x 13 feet 3 inches.
Collection Marie-Christophe Thurman, New York

Ad Reinhardt. Born in Buffalo, New York, 1913; died in New York, 1967.
42 Ultimate Painting. 1953-1960, Oil on canvas, 43 x 43 inches.
Collection Betty Parsons, New York

Mark Rothko. Born in Dvinsk, Russia, 1903; to U.S.A., 1913; lives in
New York.
43 Number 10.1950. Oil on canvas, 9035 x 57 inches. The Museum
of Modern Art, New York, gift of Philip Johnson. lllus. p. 14

David Smith. Born in Decatur, Indiana, 1906; died in Albany, New York,
1965.
44 Five Units Equal. 1956. Stainless steel, 74%4 x 16%4 x 14%4 inches.
Storm King Art Center, Mountainville, New York. /flus. p. 26

Tony Smith. Born in South Orange, New Jersey, 1912; lives in South
Orange.
45 The Louisenberg. 1853-1954. Oil on canvas, 9 feet 9 inches x

11 feet 7 inches (11 works from a modular series):
Number 1, 24 x 32 inches. Fischbach Gallery, New York.
Number 2, 39V x 39% inches. Fischbach Gallery, New York.
Number 3, 39V2 x 32 inches. Collection Donald Windham,
New York.

Number 4, 39V x 55 inches, Fischbach Gallery, New York.
Number 5, 20%: x 40 inches. Collection Samuel J. Wagstaff, Jr,,
Hartford, Connecticut.
Number 6, 39 x 2314 inches. Fischbach Gallery, New York.
Number 7, 16 x 16 inches. Fischbach Gallery, New York.
Number 8,193 x 2714 inches. Fischbach Gallery, New York.
Number 9, 16 x 24 inches. Fischbach Gallery, New York.
Number 10, 8 x 15% inches. Fischbach Gallery, New York.
Number 11, 16 x 472 inches. Fischbach Gallery, New York.
All illus. p. 19 =

46 Free Ride. 1962. Steel, 6 feet 8 inches x 6 feet 8 inches x 6 feet
8 inches. Collection David M. Pincus, Wynnewoad, Pennsylvania.
Mus. p. 37

47 Die. 1962. Steel, 6 x 6 x 6 feet. Collection Samuel J. Wagstaff, Jr.,
Hartford, Connecticut. /[fus. p. 36

48 Stinger. 1968. Painted plywood mock-up for sculpture to be
made in steel, 6 x 32 x 32 feet (approx.), Fischbach Gallery,
New York, Study and model illus. p. 49

Robert Smithson. Born in Passaic, New Jersey, 1938; lives in New York.
49 Leaning Strata. 1968. Painted steel, 3 feet x 7 feet 6 inches X
2 feet 6 inches. Dwan Gallery, New York. {flus. p. 48

Frank Stella. Born in Malden, Massachusetts, 1936; lives in New York.

50 Turkish Mambo. 19598-1960. Oil on canvas, 11 feet 6 inches x 7 feet
6% inches. Private collection, New York. llius. p. 28

51 Six Mile Bottom. 1960. Metallic paint on canvas, 10 x 6 feet.
Collection Steve Schapiro, New York.

52 Dade City. 1962, Qil on canvas, 3 x 6 feet. Collection
Lewis Cabot, Boston.

53 Tuftonboro I. 1966. Synthetic polymer paint on canvas, 8 feet
3 inches x 9 feet 1 inch. Collection Mr. and Mrs. Victor W. Ganz,
New York. lllus. p. 29

54 Gurll.1967. Synthetic polymer paint on canvas, 10 x 15 feet.
Collection David Whitney, New York. Study illus. p. 56

Clyfford Still. Born in Grandin, North Dakota, 1904; lives in Westminster,
Maryland.
55 Painting. 1951, Oil on canvas, 7 feet 10 inches x 6 feet 10 inches.
The Museum of Modern Art, New York, Blanchette Rockefeller
Fund. flus. p. 16

Robert Swain. Born in Austin, Texas, 1940; lives in New York.
56 Untitled. 1967. Oil on canvas, 6 feet 8 inches x 9 feet 2 inches.
Fischbach Gallery, New York,

Sanford Wurmfeld. Born in New York, 1942; lives in New York.
57 [II—12.1967-1968. Painted wood, 7 feet 6 inches high, diameter
30 inches. Owned by the artist, lent courtesy Tibor de Nagy
Gallery, New York. lllus. p. 45.
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Compiled by Bernard Karpel

This is a selective, even suggestive bibliography, especially in areas
where other bibliographical material exists. Further reviews and
llustrations may be located in The Art Index, as well as in recent
biographical and bibliographical summaries to which attention is drawn
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has received relatively little attention in print.
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Michelson, Annette. “10 x 10: Concrete Reasonableness,” Artforum
(New York), Jan. 1967, pp. 30—31, illus,

Review of exhibition at Dwan Gallery.

Morris, Robert, “Anti Form,” Artforum (New York), Apr. 1968,
pp. 33-35, illus.
_. ““Notes on Sculpture,” |, 1, Ill, Artforum (New York),
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Feb, 1966, pp. 42—44; Oct. 1966, pp. 20-23; June 1967, pp. 24-29;
all illus.

53. Perreault, John, A Minimal Future? Union Made,” Arts Magazine
(New York), Mar, 1967, pp. 26—31.

54, Rose, Barbara. “ABC Art,” Art in America (New York), Oct.—Nov.
1965, pp. 5769, illus.

55, ‘‘Abstractlllusionism,” Artforum (New York}, Oct.
1967, pp. 33-37, illus.
56, ____ ."The Second Generation: Academy and Breakthrough,”

Artforum (New York), Sept. 1965, pp. 53-63, illus.

57. Rosenblum, Robert. “The Abstract Sublime,” Art News (New York),
Feb. 1961, pp. 38—41, 5657, illus.

58. Rubin, William S. “Younger American Painters,” Art International
(Zurich), Jan. 19860, pp. 24-31, illus,

59. Stevens, Elizabeth. “The Washington Color Painters,” Arts Magazine
(New York), Nov. 1965, pp. 3033, illus.
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Carl Andre

60. Bourdon, David. “The Razed Sites of Carl Andre,"” Artforum (New
York), Oct. 1966, pp. 14-17, illus.

61. Leider, Philip. [Review of exhibition at Dwan Gallery], Artforum
(New York), Feb. 1968, pp. 46—47, illus.

62. Lippard, Lucy R. “New York Letter,"” Art International (Zurich),
Sept. 1965, pp. 5859, 67, illus.

63. Rose Barbara. ‘'Looking at American Sculpture,” Artforum (New
York), Feb, 1965, pp. 2936, illus.

See afso bibls. 21, 28, 32, 48

Darby Bannard

64. Bannard, Darby. “Color, Paint and Present Day Painting,” Artforum
(New York), Apr. 1966, pp. 34-37, illus., bibl.

BN ee s - “Cubism, Abstract Expressionism, David Smith,"”
Artforum (New York), Apr. 1968, pp. 22-32, illus.
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Paul Feeley
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Ralph Humphrey
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Review of exhibition at Green Gallery.
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See also bibls. 11,12, 26, 28, 31, 32, 33, 34, 48, 63

Ellsworth Kelly
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92. Washington Gallery of Modern Art. Paintings, Sculpture and Drawings
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93. Glaser, Bruce, ed. “Where Do We Go from Here?" Arts Yearbook
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Transcript of station WBAI (New York) broadcast with Lyman Kipp,

George Sugarman, David Weinrib.
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Feb. 1966, p. 57, illus.
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96. ‘A Survey of Recent Sculpture,” Arts Yearbook (New York), No. 8,
1965, pp. 30—31, illus.
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See also bibls. 28, 63

Sol LeWitt

98. Barnitz, Jacqueline. “In the Galleries: The Box Show," Arts Magazine
(New York), Apr. 1965, pp. 57—58.
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Text by Michael Fried, chron., bibl. Appendix Il: writings by
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Oct. 1963, pp. 28—29, 57-58, illus.
See also bibls. 9, 11, 16, 18, 20, 24, 27, 29, 34, 58
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(New York), Feb, 1966, pp. 33-37, illus.

See also bibls, 28, 32, 33, 48
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Review of The Responsive Eye exhibition (bibl. 22).
111. J[udd], D[onald]. [Review of exhibition at Elkon Gallery],
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Robert Morris
114. Antin, David. ““Art & Information: 1—Grey Paint, Robert Morris,”
Art News (New York), Apr. 1966, pp. 23—24, 56-58.
115. Judd, Donald, “Black, White and Gray,"" Arts Magazine (New York),
Review of exhibition at Wadsworth Atheneum.
See also bibls. 2, 11, 28, 31, 32, 34, 36, 48, 50, 51, 52, 54, 63
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The Stations of the Cross: Lema Sabachthani. Apr—May 1966.
40 pp., illus., bibl.
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Kenneth Noland
118. Bennington College, Vt. New Gallery. Noland. Apr. 18—May 15, 1961.
Preface by E. C. Goossen (also published in Zurich: Galerie
Charles Lienhard, Kenneth Noland. Mar. 1962).
119. New York. Jewish Museum. Kenneth Noland. Feb. 4—Mar. 3, 1965.
36 pp., illus,
Introduction by Michael Fried, biographical notes, bibl.
120. Rose, Barbara. “Kenneth Noland,”' Art International (Zurich),
Summer 1964, pp. 58-61.
See also bibls. 6, 9,11, 16,17, 18, 20, 22, 23, 24, 27, 29, 30, 34, 58, 104

Georgia O'Keeffe
121. Fort Worth, Tex. Amon Carter Museum of Western Art.
Georgia O'Keeffe. Mar. 17—May 8, 1966. 30 pp., illus.
Edited by Mitchell A. Wilder.

122. Goossen, E. C. “O'Keeffe," Vogue (New York), Mar. 1, 1967,
pp. 174-179, 221-224, illus.

123. Plagens, Peter. "'A Georgia O'Keeffe Retrospective in Texas,”
Artforum (New York), May 1966, pp. 27—31, illus.

124, Willard, Charlotte. “Georgia O'Keeffe,” Art in America (New York),
Oct. 1963, pp. 829—96, illus.

See also bibls. 7,10, 11,12

Doug Ohlson

125. Burton, Scott. “Doug Ohlson: In the Wind,"" Art News (New York),
May 1968, pp. 38—39, 6770, illus,

126, _ _ . [Review of exhibition at Fischbach Gallery], Art News
(New York), Mar. 1966, p. 18.

127. W[oldman], D[iane]. [Review of exhibition at Fischbach Gallery], Art
News (New York), Mar. 1967, p. 16.

See also bibl. 21

Raymond Parker

128. Godden, Bill. “Raymond Parker,"” in Schoo! of New York:
Some Younger Artists. Ed., B. H. Friedman. New York: Grove Press,
1959, pp. 48-53, illus.

63

129. Parker, Raymond. ‘Direct Painting,'" It Is (New York), Spring 1958,
p. 20.
130, — . “Intent Painting,"” It Is (New York), Autumn 1958,
pp. 8-9.
131. Washington, D.C. Washington Gallery of Modern Art. Ray Parker.
Apr. 23—May 21, 1966. 24 pp., illus,
Exhibition also shown at San Francisco Museum of Art,
Jan. 20—Mar. 5; University of New Mexico, Albuguergue,
Apr. 23—May 21, 1967.
See also bibls, 6,11, 16, 18, 20, 58
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Art, 1967. 148 pp., illus.

Exhibition catalogue, chron., extensive bibl.
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Artforum (New York), Feb, 1967, pp. 14-22; Mar., pp. 28-37;
Apr., pp. 18-31; May, pp. 28—33; all illus.

See also bibls. 3, 4, 8,10, 11,12, 14, 16, 25, 29, 34, 57

Larry Poons
135. Coplans, John. “Larry Poons," Artforum (New York), June 1965,
pp. 33-35, illus.
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Oberlin College Bulletin, Spring 1965, pp. 82-86, illus.
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(New York), Feb. 1965, pp. 1621, illus.
See also bibls. 9, 11,19, 26, 27, 29, 30, 34

Ad Reinhardt
138. New York. Jewish Museum. Ad Reinhardt. Nov, 22, 1966—Jan. 15,
1967, 76 pp., illus.
Texts by Sam Hunter and Lucy R. Lippard, chron., comprehensive
bibl.
139, Reinhardt, Ad. Ad Reinhardt, 1960: 25 Years of Abstract Painting.
New York: Betty Parsons Gallery, 1960, 16 pp., illus.
Booklet with chronology and articles by the artist reprinted from
Art News (New York), Dec. 1954, pp. 24—27; May 1957, pp. 37—-38;
Jan, 1960, pp. 32-35; all illus.
See also bibls. 2,4,7,9,10,11,12,16, 17,19, 22, 25, 29, 34

Mark Rothko

140. Goossen, E. C. “The End of the Winter in New York," Art International
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141, ., “Rothko: the Omnibus Image,"” Art News (New York),
Jan, 1961, pp. 38—40, 60-61, illus.




142, London. Mariborough Fine Art Lid. Mark Rothko. 1964, 34 pp., illus.
Chron., bibl,
143, Selz, Peter. Mark Rothko. New York: The Museum of Modern Art,
Jan. 18-Mar. 12, 1961, 44 pp., illus.
Catalogue of exhibition, chron., bibl.
See also bibls. 3, 4, 6, 8, 11, 14, 16, 25, 27, 29, 34, 57

David Smith
144. Cambridge, Mass. Fogg Art Museum. David Smith 1906—1965.
A Retrospective Exhibition. Sept. 28—Nov. 15, 1966. 107 pp., illus.
Reprints various statements by the artist. Handlist compiled by
Jane Harrison Cone and Margaret Paul, chron,, bibl.
Exhibition also shown at Washingten Gallery of Modern Art,
Washington, D.C., Jan. 7—Feb. 26, 1967.
145, Goossen, E. C. "'David Smith," Arts Magazine (New York), March 1956,
pp. 23—27, illus,
146. New York. Mariborough-Gerson Gallery. David Smith. October 1964.
32 pp., illus,
Includes “The Secret Letter: An Interview with David Smith,
June 1964," by Thomas B. Hess.

See also bibls. 3,6,9,10, 11, 12,17, 19, 32

Tony Smith
147. Baro, Gene. “Tony Smith: Toward Speculation in Pure Form,”
Art International (Zurich), Summer 1967, pp. 27—-30.
148. Burton, Scott. "Old Master at the New Frontier,”” Arf News
(New York), Dec. 1966, pp. 52-55, 68—70, illus.
On the occasion of exhibitions at Wadsworth Atheneum,
Nov. 8—Dec. 31 and Institute of Contemporary Art,
University of Pennsylvania, Nov. 21, 1966—Jan. 6, 1967.
149. Lippard, Lucy R. "Tony Smith: ‘The Ineluctable Modality of the
Visible,'” Art International (Zurich), Summer 1967, pp. 2426, illus.
150. Wagstaff, Samuel, Jr. “Talking with Tony Smith,” Artforum
(New York), Dec. 1966, pp. 14-19, illus.
See also bibls. 28, 32, 115

Robert Smithson

151, Smithson, Robert. “Entropy and the New Monuments,” Artforum
(New York), June 19686, pp. 26—31, illus.

152. . “The Monuments of Passaic,” Artforum (New York),
Dec. 1967, pp. 48-51, illus.

183, . “Quasi-infinities and the Wanting of Space,"”
Arts Magazine (New York), Nov. 1966, pp. 28-31, illus.

164, “Towards the Development of an Air Terminal Site,”
Artforum (New York), June 1967, pp. 3640, illus.

See also bibls. 28, 32, 36, 50

Frank Stella
155, Fried, Michael. “Shape as Form: Frank Stella's New Paintings,”
Artforum (New York), Nov. 1966, pp. 18-27, illus.
Bibliographical footnotes and addenda.

156, Leider, Philip. “Frank Stella,” Artforum (New York), June 1965,
pp. 24-26, illus.

157. Rosenblum, Robert, “Frank Stella: Five Years of Variation on an
‘Irreductible’ Theme," Artforum (New York), Mar, 1965,
pp. 21-25, illus,

See also bibls. 2,4, 9,11,12, 15, 16,17, 18, 18, 20, 22, 23, 26,
27, 29, 30, 34, 57, 58, 81

Clyfford Still

158. Buffalo. Albright-Knox Art Gallery. Paintings by Clyfford Still.
Nov. 5-Dec. 13, 1959. [48] pp., illus.
Includes biography, and letter by the artist.

159, Clyfford Still. Thirty-three Paintings in the
Albright-Knox Art Gallery. 1966. 87 pp., illus.
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Introduction by Ti-Grace Sharpless.
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