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JAN DIBBETS

Big Comet 3—60° Land. 1973. 20 color photographs,
overall, 14' 9" x 19’ 812" (450 x 600 cm).
Galerie Konrad Fischer, Dusseldorf
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ROBERT HUNTER

Untitled. 1973
Acrylic stenciled on wall
Pinacotheca, Melbourne



BRICE MARDEN

Three Deliberate Greys for Jasper Johns*1970.
QOil and wax on canvas, 6’ x 12' 6" (182.8 x 381 cm).
The National Gallery of Canada, Ottawa




DOROTHEA ROCKBURNE

Prototypes for Golden Section Paintings.” 1974.
Folded linen
John Weber Gallery, New York




VITO ACCONCI

Intermediaries (Sound-Track for a Self-Image). 1974. Galleria Forma, Genoa




ALIGHIERO E BOETTI

To Bring the World into the World (Mettere al Mondo il Mondo).”
1972-73. Ball-point pen on paper; 2 panels, each 59% x 90%%" (150 x 230 cm).
Executed by a male and a female assistant.

John Weber Gallery, New York, and Galleria Sperone, Turin
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DANIEL BUREN

Installation of Passage of Color. 1974.
Striped paper. Galerija Grada, Zagreb.
left: view from Gallery D, colors 4a, 3a, 2a, 1
right: view from Gallery A, colors 2, 3, 4, 5
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Note: For the works listed in the catalog, dimensions are
given in inches and centimeters, height preceding width.
Asterisks indicate works in the exhibition or preparatory

studies. Also illustrated are examples of other recent
works.




VITO ACCONCI

above: Sounds for a Second Sight. 1974."
Preparatory drawing for work in exhibition.

(left:) The feel here is of a secret room being looked in
upon ... it is lush here—secrets wished for, maybe
secrets that aren't here. (center:) The feel here is that of a
recording studio—late night radio program, quiet, drift-
ing talk through the music, rambling voice, hushed
voice. . . . The rooms to the side are dreamt from this
room. (right:) The feel here is that of a landscape: picnic
on the grass. . . . This is a room for meeting, quiet lazy
talk, perhaps an argument. There are interaction
areas . . .

STeHT
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WORK IN EXHIBITION

Sounds for a Second Sight. 1974. Audiotapes, slides,
furniture, and netting. Made for exhibition.
(Courtesy Sonnabend Gallery, New York, Paris)




Claim. 1971.
Performance with video, three hours.

New York

A two-level loft—at street level, next to the stairway door,
a TV monitor records my activity and functions as a
warning to viewers (a viewer decides whether he wants
to open the door and come down). . . . I'm in the base-
ment, blindfolded, seated on a chair at the foot of the
stairs—I have at hand two metal pipes and a crowbar—I
am talking aloud, continuously, to myself—talking my-
self into a possession obsession.



Public Domain. 1972, The gallery is a winding, labyrinthine space: a corridor

Performance set: constructions and audiotapes with with entrances to every room, one room leading into
live performance. another. The method of the piece was to “fit out” the
Galleria L’Attico, Rome space, map my way around, personify the irregularities.




Reception Room. 1973.

Performance set: furniture and audiotapes with live per-

formance. Modern Art Agency, Naples
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I'm lying on the table, covered by the white sheet: I turn
regularly. slowly, back to front, front to back—my leg is
exposed, I turn over, my ass is exposed. . . . The whole
revelation might be a ploy, and all I'm doing is making
muyself passive, I'm taking the easy way out, I'm avoiding
the real exposure of face-to-face contact with viewers in
the gallery.



1940
1962

1964

1970

1971

1972

1973

1974

1968

1969

1969
70
1970

BIOGRAPHY

Born in New York

A.B., Holy Cross College, Worcester, Mas-
sachusetts

M.F.A., University of lowa, lowa City

Lives in New York

SELECTED INDIVIDUAL EXHIBITIONS

Nova Scotia College of Art and Design, Halifax
Gain Ground Gallery, New York
Protetch-Rivkin Gallery, Washington, D.C.
John Gibson Gallery, New York
Sonnabend Gallery, Paris and New York
Galleria L'Attico, Rome

California Institute of the Arts, Valencia
Modern Art Agency, Naples

Galerie D, Brussels

Galleria Schema, Florence

Sonnabend Gallery, New York

Galleria Forma, Genoa

SELECTED GROUP EXHIBITIONS

“Tiny Events,” Longview Country Club, New
York

“Street Works,”" Architectural League of New
York, New York

Performances, Hunter College, New York

+557.087/955,000," Seattle Art Museumn and
Vancouver Art Gallery

“Body Works,” Museum of Conceptual Art, San
Francisco

“Recorded Activities,”” Moore College of Art,
Philadelphia

“Software,"” Jewish Museum, New York

“Information,” The Museum of Modern Art,
New York

1971

1972

1973

1973

1974

Performances, Wadsworth Atheneum,
Hartford, Connecticut

“Projected Art,”” Finch College Museum of Art,
New York

“Body."” New York University, New York

‘“7€ Biennale de Paris,”" Musee d'Art Moderne
de la Ville de Paris

“Prospect 71, Stadtische Kunsthalle,
Dusseldorf

“Projects: Pier 18,” The Museum of Modern Art,
New York

“Art Systems,”” Museum of Modern Art, Buenos
Aires

“Sonsbeek 71."" Arnhem, The Netherlands

Performances, Rhode Island School of Design,
Providence

Alea Encuentros, Pamplona

“42(0) West Broadway,” Festival of Two Worlds,
Spoleto

“American Drawings,”” Whitney Museum of
American Art, New York

Trigon Festival, Graz, Austria

“American Art: Third Quarter Century,"”
University Gallery, University of Seattle

“Contemporanea,” Parcheggio di Villa
Borghese, Rome

“Festival d'Automne,” Musee Galliera, Paris

“Videotapes by 17 Americans,”” Xl Bienal de
Sao Paulo, Sao Paulo

“Some Recent American Art,”’ The Museum of
Modern Art, New York, for circulation in
Australia and New Zealand

“Ildea and Image in Recent Art,”” Art Institute of
Chicago

“Art Now 74, Kennedy Arts Center,
Washington, D.C

“Projekt 74," Kunsthalle, Cologne
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Notes on “'Service Area,” in Information, The Museum
of Modern Art, New York, 1970.
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Interfunktionen (Cologne), November 1970, pp.
138-42.

*On-Going Activities and Situations,”’ John Gibson Gal-
lery, New York, 1971. Text sheet.

Notes on “Trademarks,” in This Book Is a Movie. J. G.
Bowles and T. Russell, eds. New York: Dell, 1971.

Notebook excerpts, Flash Art (Milan), no. 24, 1971.

“Notebook. Vito Acconci on Activity and Performance,”
Art and Artists (London), May 1971, pp. 68-69.

Notebook excerpts in “Body Works,” Interfunktionen
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Notes Toward Performing a Gallery. Notes on the De-
velopment of a Show. Hamburg: Hossmann, 1973.

Notes on “‘Conversions II'" and ‘‘Passes,’’ in
Korpersprache, Haberl and others, Graz, 1973.

About Acconci

“A Discussion with Terry Fox, Vito Acconci and Dennis
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Oppenheim,” Avalanche (New York), Winter 1971,
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Avalanche (New York). Fall 1972. Issue on Acconci.

Bear, Liza. "Vito Acconci: Command Performance.”
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Bourdon, David. *‘An Eccentric Body of Art,”” Saturday
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Mayer, Rosemary. ‘Performance and Experience,” Arts
Magazine (New York), December 1972, pp. 34-36.

Morris, Robert. “Some Splashes in the Ebb Tide,™
Artforum (New York), February 1973, pp. 42-49.

Nemser, Cindy. “Interview with Vito Acconci,” Arts
Magazine (New York), March 1971, pp. 20-23.

Perrault, John. “Cockroach Art,"" The Village Voice
(New York), April 8, 1971.

Pincus-Witten, Robert. ““Theater of the Conceptual: Au-
tobiography and Myth,”" Artforum (New York), Oc-
tober 1973, pp. 40-46.

———— “Vito Acconci and the Conceptual Perfor-
mance,” Artforum (New York), April 1972, pp.
47-49,

Pluchart, Francois. “‘Acconci’s Performances,” Artitudes
(Paris), December 1972-January 1973, p. 29.

. “Entretien avec Vito Acconci,” Artitudes (Paris).
November 1971, p. 22.

——— “Le Tour des Expositions. Acconci la Baille
Belle,”” Combat (Paris), December 4, 1972,

Ratcliff, Carter. “New York Letter,” Art International
(Lugano), March 1972, pp. 30—31.

Sharp, Willoughby. “Body Works,” Avalanche (New
York), Fall 1970, pp. 14-17.

Stephano, Effie. ‘‘Image Changes,”’ [Interview with Vito
Acconci, | Art and Artists (London), February 1974,
pp. 24-27.




ALIGHIERO E BOETTI

above: toseetotastetotouchtoheartosmelltothink
(vederegustaretoccareudireodorarepensare).

1974. Ball-point pen on paper, 61" x 13" 1%" (156 x
480 cm). John Weber Gallery, New York, and Galleria
Sperone, Turin

[ left my skin and feathers among my blue papers. Now I
am back to the rocking-snake position. 1974
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WORKS IN EXHIBITION

To Bring the World into the World

(Mettere al Mondo il Mondo).

1972-73. Ball-point pen on paper; 2 panels, each 59% x
90%" (1560x 230 em). Executed by a male and a female
assistant. John Weber Gallery, New York, and Galleria
Sperone, Turin

toseetotastetotouchtoheartosmelltothink
(vederegustaretoccareudireodorarepensare)

1974. Ball-point pen on paper; 11 panels, each 59 x
47v" (150 x 120 cm). Executed by 11 assistants.
John Weber Gallery, New York, and Galleria Sperone,
Turin




42 Hours. 1969.

Redrawing 8 sheets of graph paper, with sound registra-
tion of the noise and rhythm of the work process; each
sheet, 23% x 187%" (60 x 48 cm).

Galleria Sperone, Turin
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Today Is Friday, March 27, 1970
Writing on wall with both hands.
Galleria Sperone, Turin
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DANIEL BUREN

1938 Born in Boulogne-Billancourt, France
Lives in Paris and Berlin

WORK IN EXHIBITION

Corridor-Passage. 1974,

Transparent and white striped paper.
Made for exhibition.

(Courtesy John Weber Gallery, New York)

QUIS, QUID, UBI, QUIBUS, AUXILLIS, CUR,
QUOMODO, QUANDO?

My work since 1965 rules out a biography which would
consist only of an enumeration of dates, places, and
signatures. Indeed, such a biography would provide in-
formation not about the nature of the work, but only
about the artist’s career and his "‘respectability.”

In order that a biography of my work be devoid neither of
truth nor interest, it must give for each exhibition not only
the place, the time, and the names of those responsible
for it, but also the method used, the way the show was
hung, the materials and colors used, the announce-
ments, the catalog text, and, where necessary, the rela-
tion of a given exhibition to others.

The first bio-bibliography of this kind can be consulted in
the Documenta 5 catalog and deals with my work from
November 1965 to March 1972. The present catalog
makes it possible for me to continue from that point. The
entries follow the method used in the first part of the
bio-bibliography. I think that readers wishing to refer to
the first part will not find it difficult to consult the
Documenta 5 catalog, which was widely distributed

D.B.
June 1974
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EXPOSITION-POSITION-PROPOSITION, PART II

Note: The artist has permitted Part Il of his bio-
bibliography to appear here in abbreviated form. No
portion of this section may be reprinted without the
permission of the artist. (Ed.)

INDIVIDUAL EXHIBITIONS AND
INDEPENDENT PRESENTATIONS OF WORK

April 1972 —"*Peinture suspendue,’ Galleria Sperone, Turin. In
1971-72, gallery presented only a miscellany of works by gallery
artists. | utilized courtyard so work could be seen from windows
without disturbing group exhibition inside. White and red striped
fabric, 2 white outside stripes painted white front and back, 420 x
420 cm, suspended 9 m above the ground (see C67)

A36  May 1972 “Peinture affichee—Pittura affissa,” Incontri Inter-
nazionali d'Arte, Rome. 2 works, white and yellow striped paper,
of identical form and color, visible through gallery's window
Work in street on a wall, width limited by flanking portes
cocheres, height determined by height of gallery walls. [dentical
work repeated on gallery wall directly opposite work in street.
Thus the 2 works, inside and outside, must be seen in relation-
ship to each other, viewer unsure if he is looking at 1 piece in 2
parts or 2 parts of 1 piece. Question: How do 2 identical paintings
differ because of surrounding space, of point of view? Window
serves as axis, channels eye from interior to exterior. Detailed
explanation distributed {see C66).

A37  June 1972—Wide White Space Gallery, Antwerp. Continuation
of AB, AZ5; see also A51, A65. Invitation-poster recalling the 2
previous exhibitions and furnishing material for A37; color (blue)
chosen by gallery. Same principle, location permits accentuation
of differences: 1) new color; 2) time elapsed; 3) almest complete
eradication of gesture still apparent in AZ5; 4) reaffirmation of
work as means of interrogation not as new idea changing with
seasons; 5) accentuation of role of memory and of knowledge.
A38  June 1972—Two panels, in Paris, no gallery, no invitation.
Colors: white and red, white and brown (see A4, A7, A9, All,
Ald, AZ7, AZ9, A33, A39, Adl)

A39  July 1972—_Execution of a piece, white and orange, ¢. 12 m, on

bridge in Venice; no invitation, no gallery (see refs, in A38)
September 1972—"Act 2, Belgrade, Theatre de la Ville, Work

painted white and red, 430 x 430 cm, to replace the stage
curtain, which was raised. After an hour of waiting, spectators

A40




A4l

A42

A43

Ad4

Ad6

Ad7a

were given pamphlets describing performance they had just
“attended" (see C72; also A42, B5). Accentuation of setting of
every work of art in “neutral” space through installation on
stage.

October 1972—Five works in Paris, no gallery, no invitation
Colors: white and violet (see A3B).

January 15, 1973—"Act 3, New Theater, New York; spon-
sored by John Weber Gallery. Continuation of work in B5.
White and orange striped fabric, 420 x 420 cm, 2 white end
stripes painted white front and back. Text distributed (see C74,
also A40, A49, A57).

March 1973—""Manipulation,” Jack Wendler Gallery, London.
Invitation: “‘Painting by D. Buren, presented by J. Wendler.”
Proposition explained by text which | read by means of video
(see C79, C89, [10). Paintings, each of a different size and
color, were folded in a drawer and were unfolded by Jack
Wendler on demand. For large paintings. aid of a spectator was
enlisted. Title to be understood in active sense of manipulating.
displacing, moving with the hands

March 20, 1973—Passage du Bailli, Brussels, no gallery, no
invitation; with help of the Daleds (see A7). Panel c. 4 x 6 m
dominated arcade at one end; shops on both sides of passage
somewhat surround this panel. It was decided that a different
work will be pasted on the panel for each new show at surround-
ing galleries, without invitations or publicity. Openings: Acconci
at Galerie D, Broodthaers at MTL, Kosuth at Paul Maengz; future
openings will determine change of work (see Adb, A54, ABB,
ABD, ABB).

March-April 1973—"Sanction of the Museum,” Museum of
Modern Art, Oxford. Title resulted from slip of the tongue by
Director, Peter Ipsen: it should have been “Function of the
Museum'' (see CHO). The works installed used the existing ar-
chitectural structures of museum ceiling from which they were
suspended and which determined size and number. 5 colors
used (black, orange, blue, green, red, brown). Each piece 420 x
420 em. Transformation of area through placement of works.
Problem of true perspective and its effect on works being looked
at, here wholly visible only when walking and looking up (see
color photo, C90; 2 black and white photos, C88, C97, C111).

April 26, 1973 —Passage du Bailli, Brussels. Continuation of
Ad4. White and green (on white and orange) paper, pasted by
M. Chauvier during the openings of Feldman at Maenz, Op-
penheim at Galerie D; van Elk at Wide White Space; Dan
Graham at MTL (see AB4, AS6, AGD, AGG).

April 12-23, 1973—"Fragment 1,"" Mezzanine Gallery, Halifax,
Nova Scotia. “'A work of white and brown striped paper glued
onto various supports along a continuous line 150 feet long™:
description on invitation cards for 3 exhibitions, readable only
when 3 cards joined (Fragment 1, Fragment 2, Fragment 3).
Piece began in Mezzanine Gallery at ground level, wound
through gallery and passed through balustrade of small balcony

AdTb

ad7e

AdE

A49

AB2

overhanging the large gallery of the College (Gallery Anna
Leonowens), wound around this gallery wall (see A47b) to first
window, passed through it, encircled exterior walls of the college
as far as the door (first obstacle) some 50 m farther on, where it
came to a stop (see Ad47c). Such a piece to be read visually only
at different moments in different spaces. Fragment 1, visible at
one's feet, by lowering one's head. Fragment 2, visible by lifting
one's eyes. Fragment 3, visible in street. General height deter-
mined by situation in Fragment 1. Duration of exhibitions varied
for each fragment; all began at same time. Impossibility (as for
A5, AZ5, A37, AS1, AS7, Ab4, A65, B18, B30, B77) of
encompassing entire work in one glance.

April 12-21, 1973—"Fragment 2,'" Anna Leonowens Gallery,
Halifax (see Ad47a,c).

from April 12, 1973—"Fragment 3," 6152 Coburg Road,
Halifax (see Ad7a,b)

April 11-17, 1973—"Permutation: 7 Days, & Panels, 7 Colars,”
Granville and Buckingham Sts., Halifax. No gallery; invitation
explaining work (see C117). On 6 panels, right to left, papers of
different colors arranged in alphabetical order. As there are 7
colors, 1 always missing. Every day, panels redone by pastingon
left panel papers of missing color and advancing other colors,
until the seventh day, when cycle complete. Each panel c. 265 x
130 cm (see C118; regarding problem of color, see A6, A25,
A37, Ad4, AS1, Ab4, Sec. 1, ABS, A69).

April 23-30, 1973—"Part 2" John Weber Gallery, New York
(see C82). Continuation of A21 (see also A42, AST). Title indi-
cates 2nd part of work begun 3 years earlier, 2nd exhibition in
collaboration with John Weber Gallery. For details see AZ21; this
time the telephone number is that of a gallery. Demonstration of
differences caused by whether work sponsored by gallery, Sev-
eral works of the last exhibition (e.g., 13A Bleecker St.) could still
be seen, “refreshed’’ by changing color (see A6, AZ25, A37, AB1,
AB5). See color photos, Art News, April 1971, and Artforum,
September 1973; also *'The Wonder Wheel" in C123.

May 1973-—"Transparence.” Front: Galerie des Locataires;
back: French Window, Paris. White and yellow paper pasted on
gallery window front and back. Visible from street night and day
{French Window); on inside during gallery hours (Galerie). See
photos, C95. For exhibitions using transparency with a translu-
cent material, see A12, A15, Al6, AZ0, A30, A32.

June 1973—Wide White Space, Antwerp. Continuation of Ab,
A25, A37 (see AB5, B13). Same principle as in the preceding;
color chosen by gallery (vellow). Each year, lag greater between
artists’ new forms and formal repetition of work in question.

June 1973—Gallery A-402, California Institute of Art, Valencia.
Gallery in college of art. White and blue paper pasted on bulletin
boards in various corridors, gradually covered with usual an-
nouncements until obliterated. Reverse process of my work that
completely covers, for example, advertising on billboards used
as supports. On covering up a work with extraneous objects, see




A53

AS4

ABS

A56

A57

B51, C78.

June-July 1973—"140 Stations du Metro Parisien.”” Sequel to
Al3. Arrangement below and to left of all billboards advertising
theatrical events. White and orange striped paper. No gallery, no
invitation. For details, see A13. Recapitulation of both in C101.

Septemnber 11, 1973—Passage du Bailli, Brussels. Sequel to
Adb. White and purple-pink striped paper (on white and green)
pasted by M. Chauvier during openings of Beuys at Wide White
Space, van Severen at +HKern, Burgin at Maenz (see ASH, AB0,
ABB).

September 1973—“Three Paintings,” presented by Konrad
Fischer, Dusseldorf. White and gray striped fabric, 300x 210cm,
painted front and back, hung on flagpoles in outer court of
Kunsthalle. Presentation at same time as “‘Prospect 73, an
exhibition {on painting!} in which | refused to participate; concur-
rent dates already set at time of A10. Relationship with "Pros-
pect” critical, 1) because of installation of my 3 “‘paintings”
outside museum but directly oppaosite it and on same dates as
exhibition, 2) because of the distribution of a text revealing
contradictions and commercial significance implied by such an
exhibition. My work endured wind and rain, served as ''flag-
pole” for exhibition, as well as criticism. Text published by
Fischer, the organizer of “*Prospect'’ (see photos, C107, C112,
C117)

October 30, 1973—Passage du Bailli, Brussels. Sequel to A54.
White and blue striped paper (on white and purple-pink) pasted
by M. Chauvier during openings of Manzoni at Maenz, Wery at
+ Kern, Pannamarenko at Wide White Space (see A60, ABB).

October 1973—""Within and Beyond the Frame," John Weber
Gallery, New York. 19 black and white striped panels, 140 x 190
em each, the outside stripes of each covered with white acrylic
paint front and back. Work constructed and installed as follows;
a) height of panels determined by height of gallery window; b)
width determined by width of commercially bought fabric; c)
space between, 100 cm.; d) cable stretched perpendicularly to
windows across the gallery, through window, across street to
building opposite; e) cable height determined by height of upper
framework of window; f] length of Weber Gallery being areater
than width of street, total length of werk on outside (9 elements
equidistant from each other) repeated inside, thus determining
size and placing; g) in window, 19th element serving as balance
beam for entire work. 2 parts thus identical in number, dimen-
sions, colors (see A36). 2 settings completely change the aspect
according to spectator’s viewpaoint: conflict between the calm of
9 elements inside and turbulence of 9 elements in open air.
Interaction of piece that “leaves’ gallery, “hurls’” itself out of
window, and re-enters it at same time, since size of elements in
street determines dimensions and installation in gallery—very
important because it limits and specifies work in its entirety and
should have prevented certain critics from thinking that this piece
could be extended to infinity! On the contrary; it was strictly
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limited. Effect of rain and sun made 9 outside pieces change from
black to brown; partinside became color testimony (see C117),

November 1973—"Jugoslavenska Vitrina,” Tomiceva UL, Za-
greb. White and blue striped paper, pasted inside a shop-
window (c. 120 x 90 cm), facing the street. Sequel to AS0.

December 1973 —'"Demultiple,’”” Stadtisches Museum,
Meonchengladbach. Work done October 1973; 422 x 340 cm,
white and orange, divided in 2 equal vertical parts, then horizon-
tally into 34 elements, in all 34 x 2 = 68. Theme of 1972
exhibition in which this work not presented was the multiple. The
68 parts broke down original work into 68 fragments which
themselves became “originals” (not multiples). Work cut up at
museum, numbered and coded. Thus, each dispersed element
installed in new location in exact position in original work before
cut up (see C102, Ab4 Sec. 2, B74). Each owner should attempt
to reinstall fragments in space corresponding to original installa-
tion. Price of fragment: '/ss of price of whole.

January 8, 1974—Passage du Bailli, Brussels. Sequal to A56.
White and yellow striped paper (on white and blue), pasted by
M. Chauvier during openings of Bochnig at Maenz, Bochner at
Galerie D. anonymous at +Kemn, Andre at Wide White Space,
non-objective painting at Herve Alexandre (see AB6)

February 1974—'‘Trasposizione,” Galleria Toselli, Milan. 3
identical pieces of cloth, striped white and orange, each 17.10x
2.65 m, sizes determined by gallery length and ceiling width
(cefling separated into 3 equal parts by 2 rows of neon lights). a)
left part of ceiling covered for entire length; b) middle part, fabric
is slid haltway down wall opposite entrance, drawn across ceil-
ing, allowed to fall symmetrically, as a loose panel of same height
as fabric on facing wall; ¢) right part, cloth, stretched, covers wall,
continues across ceiling, falls symmetrically as a loose panel (not
stretched) of same height as wall. Viewer faced by a wall divided,
on the same plane, as: a blank wall (left); half covered (middle};
completely covered (right). If one turns around, sees same size
fabric falling, vertically dividing not a single plane but a space,
and in different places. Reality of pieces which look so different
vet which are identical. Dialectic of opposites: stretched/slack;
horizontal/vertical, plane/space; front/back; painted/unpainted
Text, indispensable to the work (see C108; photos, see B40,
B51, CB6, C123).

February 1974—"'Triptyque,’ Galerie Rolf Preisig, Basel. Invita-
tions sent in 3 installmenits with, on back, parts of word TRIPTY
QUE, to be read only by putting 3 together (see C109). **Division
1" white-and-blue work, 2 outside bands painted white, front
and back. Use (and replacement) of door separating “gallery”
space from “office” space, as both framework and support.
Visibility from gallery or office. 250 x 140 cm. February
22-March 3, 1974. “'Division 2''; white and red painting, same
installation, size; March 4-13. "Division 37"; white and brown
painting, March 14-23. 3 pieces form a whole (see A30)

March 1974—""Transparency,” Art & Project, Bulletin 75, Am-
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sterdam (see C114), in correlation with Bulletin 76 (in prepara-
tion). Cellophane paper printed with white stripes, on windows
overlooking street and those opposite, making evident problem
of transparency and support. What becomes of a “'painting”
directly behind which is reality of the exterior world? Passage of
light {forming shadows on ground and walls) and passage of
one's view through work to outside (see R. Fuchs,
NRC/Algemeen Handelsblad, April 26, 1974). Work using cel-
lophane, see AB4, ABT, ABB, ATO, AT1, B6Y, B71, B77.

April 1974—"Three Passages,” Galerija Grada, Zagreb.

1) “Passage of Color': Galleries A, B, C, D. Striped white and
colored paper pasted on front and back of doors leading from
one gallery to another. 7 colars, arranged in Serbo-Croatian
alphabetical order. Repeated on Wall 5 in same alignment as
doors (see color photos in foldout in this catalog). In the street,
repetition of arrangement using next color in alphabetical
sequence (see A45, A48, A49, B70).

2) "Passage of Form''; Gallery E plus entrance corridor. a) black
and white fabric (height of molding x 140 cm) installed to left
of first wall, b) bottom of fabric cut off, placed on right of same
wall at same height as in “a”; c¢) bottom of fabric cut off.
installed as in *'b," placed on left of opposite wall at same
height; d) bottom of fabric cut off, placed on right of same
wall, at same height as in "'c¢”’; e) piece cut off from remaining
fabric, placed on wall facing entrance stairs at same height as
in "'d."” so that viewer encounters, on entering, last fragment
of work in question: f} covering of 2 white outside stripes of
fragments, front only, with white acrylic and spilling paint onto
wall (see A13, A36, AS3, ALY, A6l B74, B75, B77)

3) ““Passage of Light'": Galleries A, B. C, D, E. Pasting of cel-
lophane paper striped with white bands on windows, visible
front and back from inside and outside (see AB3, ABT7, AGS,
A70, A71, Be9, B71, B77).

With regard to these different passages: I) Passage of colors from
one door to another (see foldout in this catalog): a) front-back to
Wall No. 1, visibility of colors B, D, F, A; b) back-back to Wall
No. 5, visibility of G, E, C, A. Awareness of entire work by
moving from one gallery to another, from museum to street. |1)
Passage from one fragment to another by line/design created by
cutting/sculpting of canvas. Passage from paint (white) to fabric
to wall. 111} Identical passage of work (pasted striped cellophane)
from one window to another; from windows to galleries. Use of
architectural arrangement as link with all passages, of white as
link with all colors; luminosity makes it possible to discern work in
entirety. Passage of one’s visual attention through transparent
bands from inside to outside, from | to I to [II, their interferences
and correlations (see C112, C114).

April 1974—Wide White Space Gallery, Antwerp. Continuation
and end of Ab, A25, A37. A5D. Same principles; color (brown)
chosen by gallery. WWS, having to change premises, terminated
the series and demonstrated implications in work, its relationship
contingent on time, space. and social purposes of the gallery
{publication in preparation).
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April 30, 1974—Passage du Bailli, Brussels. Sequel to A60.
White and gray striped paper (on white and yellow) pasted by M,
Chauvier during openings of Oppenheim at Galerie D; Mol-
lenhoft at Galerie Oppenheim; Stazewski at Wide White Space;
Morellet at +Kern, and “'Last Tango'' at Maenz (closing of last 2
galleries). To be continued .

May 1974 "Transparency-Opacity,”" Max Protetch Gallery,
Washington, D.C. Transparent and white material, transparent
and green material (see AG3, A64, A68, AT0, AT71, B69, BT1,
B77). Downstairs, use of wall and floor, with transparent plastic
and white. Material sliding from wall to floor (see A61, from
ceiling to wall). Opacity provided by white color on wall and
floor, and transparency between white painted bands allowing
white wall and gray floor to appear. Thus, 1 part almost all white
on white, appears on wall, other part stands out against floor in
white and gray. Upstairs, Gallery 1, use of transparent plasticand
green, at 4 corners to right of 4 walls for their entire height, width
being that of material itself. Gallery 2, use, with cellophane and
white bands, of windows facing street, visible inside and outside
(see C121),

May 1974—""Between and Through.” Cusack Gallery, Hous-
ton, Texas. Invitation on transparent plastic (see C114). Use of
all gallery windows. Visibility inside and outside, front and back.
Impression of total emptiness, although ¢ 20 works
installed/glued, because of the non-utilization of usual places for
hanaging (walls), which reveals how habitual is our way of seeing
things (see AB3, Abd, ABT, AT0, AT71, B69. B71, B77)

May 23-29, 1974.—"'On the Hang Up," 11501 West Pico, Los
Angeles. No gallery: help of the Grinsteins (see A17). Invitation
(see C122). Title given because publicity billboard used for
presentation of work was hung above a bar with this name. Work
carried out during 7 days, change of color each day. Billboard 48
% 19 ft.; impossible to reach upper part, so one saw both progress
of work and support. Single color used each day, in alphabetical
order. 1) blue; 2) brown, with traces of previous day’s color left
visible {width of paper 53 cm), blue at extreme right and left; 3)
gray, with traces of blue and brown; 4) green, with traces of blue,
brown, gray; 5) red; here symmetrical traces take on too much
decorative importance with regard to idea. so kept as they were
anly at left—blue, brown, gray, green—rest red (covering previ-
ous traces on the right); 6) purple, traces on left blue. brown,
gray, green, red: 7) vellow, traces of all of day 6 visible. | decided
to try to cover billboard, but traces became too anecdotic, too
“beautiful,’” so much so that panel remained on public view for a
manth, covered with last colar (yellow) from left to rightand from
bottom to top. Visibility day and night: Works based on daily
change within a defined lapse of time, and its consequences, see
Al0, A21, A48, A49 B11.

May-June 1974—''Passage Between Inside and Outside
Works,"" at Portland Center for Visual Arts. On billboard down-
town, pasting of transparent and green paper. leaving visible
“between’' stripes the poster that preceded the work, On win-
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dows in center of town, pasting of transparent and white paper,
leaving visible what is going on outside. Passage, between green
bands, of billboard (pink and white). entire work in 2 dimen-
sions. Passage, between white bands, of landscape, entire work
in 3 dimensions. Passage between white and green and vice
versa. Passage between site of museumn and billboard (see A3,
Abd, AT, AGB, AT1, B69, B71, B77).

June 1974—"Ink on papers,” in Interfunktionen (Cologne), No.
11. Work consisting of distributing throughout magazine, begin-
ning with cover, a band of black on papers of differing qualities,
separating articles, whose number determined by number of
sheets of paper interleaved, total number recapitulated at end of
magazine. Papers/supports chosen by printer. Use of magazine
for specific application of the work, in same way as premises of
gallery or museum (see B28, B37, C104). Work rendered dif-
ficult to understand because of several technical errors,

PRESENTATION OF WORK IN GROUP EXHIBITIONS

B51
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June 1972—"Exposition d'une Exposition,” Documenta 5,
Kassel. White stripes serigraphed on white paper. Invited to
participate in the section “ldea,” directed by K. Fischer, and
"'Die Realitat von Kunst als Thema der Kunst,” by J. Cladders,
See section 16, pp. 1-16, section 17, pp. 28-34 (C65, C83).
Work installed 15 days before opening and hanging of other
works in 7 sections in 2 buildings. In “Idea,” white on white
paper ran height of wall, between 2 entrance doors (works in
gallery by LeWitt, Long, Marden, Ryman, Darboven). In other
sections, white on white paper installed as in “Idea’ but serving
as background/wall for other works. Is it a painting in one hall
and decorative wallpaper in another? Or is it always art, always
painting, and in that case what becomes of "' paintings’” hung on
top of it? Revelation of spaces "between.” Thus painting on
painting. White on white. ""Wall on wall.” Text in publication

July 1972.—Venice Biennale. Video previously carried out with
Gerry Schum (see B56, D7).

October 1972—Kunstmarkt, Cologne. Works especially exe-
cuted for WWS: 4 paintings in different colors on fabric,
mounted on stretchers and precisely spaced on wall, showing
8.7 cm wide stripes between (see B61, B62, B73).

November 1972—"Actualite d'un Bilan,"" Paris, organized by M
Claura, on Yvon Lambert's activities. Invitation, 2 announce-
ments for my 2 exhibitions at Lambert (see A8, A22). in catalog
{C75). In exhibition, bay window covered with white and blue
striped paper. Piece visible equally well inside and outside
Transparency. Different points of view modifying same piece

December 1972-January 1973—"The World Uprisings,”
Naganoken. Japan. Work not carried out. To be done twice next
year (see B42, Bob)

February 1973. “ldentification,” Hayward Gallery, London
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Works made in collaboration with Gerry Schum (see B52, D9).

April 1973—"Bilder-Objekte-Filme-Konzepte,” Stadtische
Galerie im Lenbachhaus, Munich. Catalog cover: white and
orange stripes, on which were printed title and artists' names;
stripes thus covered and served as background (see A2, C84),
A 16th-century Gobelin tapestry was pretext for work of white
and black striped fabric, 2 outside white stripes painted white
front and back; hung to exactly cover tapestry (426 x 462 cm).

May—June 1973— *‘Une exposition de peintures reunissant cer-
tains peintres qui mettraient la peinture en question,” Place
Vendome, Paris, organized by M. Claura and R. Denizot (see
B63, B69). Textand photos, C88. 2 paintings of blue and white
striped fabric of identical surface area, different shapes, placed
opposite each other. Work suggested by possible use as support
of large 19th-century painting. 2 white outside stripes painted
white. Work served as reference for 2nd painting hung opposite
and running through 3 rooms in front of windows overlooking
Place Vendome. Size of work hiding painting: 2.80 x 543 m =
15.20 m? Size of work running through rooms: 16 x 0.85m =
15.20 m?. On latter piece, color painted on every 7th white stripe
frontand back; seams joined alternately on right side, on reverse,
Inside, view fragmented by each room, outside, by window
frames. Surfaces of identical area, identical color, relating com-
pletely different works

June 1973—"Tendencije 5,"" Galerija Suvremene umjetnosti,
Zagreb. White and blue striped fabric cutin strips 12 x c. 140 cm
Mot enough room to use entire wall, so | distributed work over 5
walls, alternating placement flush with ceiling, flush with floor,
continued sequence outside. Every 5th white stripe painted
white. 5 pieces "framed’ exhibited works (by LeWitt, Gilbert &
George, Flanagan, Delina, Ruthenbeck), producing an effect
they could not have produced by themselves (see B51). Whatdo
always identical spaces between works on exhibition mean, no
matter what their nature, the museum, the country?

June 1973—Summer exhibition, John Weber Gallery, New
York. Red and white striped canvas, ¢ 250 x 210 cm, 2 white
outside stripes covered with white acrylic paint

June 1973—Kunstmarkt, Basel. Works exhibited by Weber,
Lambert, Skulima (see B53, B62, B73)

October 1973—HKunstmarkt, Cologne (see B53, Bb1l, B73).
Works for WWS: white and green striped paper in corner booth
at top of wall. For Yvon Lambert: wall broken up by 5 paintings
arranged in a diagonal. For Paul Maenz: an 11 mx 140 cm piece
arranged at an angle on wall and floor, as well as presentation of
the book Passage (see C64).

November—December 1973—"Eine Malerei-Ausstellung mit
Malern, die die Malerei in Frage Stellen Konnten," Stadtisches
Museumn, Monchengladbach, organized by M. Claura'and R.
Denizot (see B58, B69, catalog C97). Work made for site. White
and brown striped fabric, 13 x 2.80 m, 2 white outside stripes
covered on both sides with white paint, installed in 3-story
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stairwell, visible from different angles and in fragments as viewer
climbs stairs. Painting using no wall space (see B30, B65)

November 1973—Galleria Sperone-Fischer, Rome, Black and
white canvas (150 x 140 em), hung opposite entrance.

December 1973—"Contemporanea,’’ Rome, garage of Villa
Borghese, organized by A. Bonito Oliva. Use of opening in
garage, from which suspended white and red canvas, the white
outside stripes painted white on both sides. Painting outside, but
visible only from inside. Work for catalog destroyed through
negligence of those in charge (see C100); question of bringing
together, in text and photos, work done here and at Gug
genheim (see B30), allusion/collusion between garage and
museum

December 1973—January 1974—"The World Uprisings,”
Naganoken, Japan. 2 pieces made in Paris, one relating to B55.
White and orange striped paper glued to front of world's oldest
painting gallery, at 9, rue Clauzel, Paris, now an art supplier’s
(see B42, B55).

January 1974—"Carl Andre, Marcel Broodthaers, Daniel
Buren, Victor Burgin, Gilbert & George, On Kawara, Richard
Long, Gerhard Richter,”" Palais des Beaux-Arts, Brussels, or-
ganized by Yves Gevaert. 6 pages of different colors in the
catalog serigraphed with a white stripe on both sides (see C105).
Work consisted of replacing 8 awnings suspended horizontally
from ceiling in 3 galleries with pieces of white and blue striped
fabric, on which | painted directly once they were installed. Each
element 250 x 500 c¢m; white center stripe, where sections of
fabric were joined. painted white. Horizontal stripes hung over
works on exhibition (by Andre, et al). "To be continued . . ",
Le., kept by museum for use as usual awnings and during future
exhibitions: B67a—February 8-March 1—exhibition of acquisi-
tions. B67b—March 15-April 10—exhibition of Octave Land-
uyt. B67c—May 17-June 16—"Finland 1900," “The Flower-
ing of Art Nouveau . . ."" What transpired was complete change
of “horizontal painting™ according to environment below it.

February 1974—"Political Art,”” Max Protetch Gallery, Washing-
ton, D.C. Installation of a piece (white and red striped paper) by
gluing it onto the gallery fagade and threshold of door, letting it
go its way'' on floor to first obstacle (see AB).

March-April 1974—"Een Schilderijententoonstelling van een
aantal schilders die wellicht het schilderij als mogelijkheid onder
zoeken,'' ICC, Antwerp (see B58, B63). Organized by M, Claura
and R. Denizot. Catalog C111. Work made for exhibition; 1) at
museum entrance, front and back of 2 swinging doors covered
with white and orange striped paper; 2) inside, use of windows in
Agnes Martin gallery, of transparent plastic striped with white
bands. Front visible in gallery, back from courtyard. Use of
traveling exhibition to prove impossibility of work being shown
exactly the same way from one place to next ldea of
object/painting signifying its own world, self-contained, no mat-
ter where it is shown.
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April 1974—"0n Art—Kunst uber Kunst,”" Kunstverein, Co-
logne, organized by P. Maenz on occasion of publication of
Artists’ Writings on the Changed Notion of Art after 1965, by
Gerd de Vries (see C115). Few works by each of artists in book.
Since a retrospective contradicts very nature of work undertaken
since 1965, a special work was made on site. Use of concrete
beams supporting trapezoidal roof (see photos, cover of C117).
Use of striped paper in different colors (gray, blue, crange,
green, yellow, purple). Because of its position, work covered
whole of exhibition and contrasted with essentially white, gray
and black look of the show through its use of color. A true
colored perspective. To be looked at while walking around (see
C110; €115, C116, C117)

June 1974—Summer exhibition, John Weber Gallery, New
York. 2 interior windows, in 2 offices, were used. Cellophane
with white stripes. Work visible from gallery and inside offices,
from where it also afforded partial, 3-dimensional view of the
other works (see AB4, AGT, AGE, ATO, AT1, B&9, B77).

June 1974—"Art Then," Max Protetch Gallery, Washington,
D.C. Work done on windows for AB67 kept for this exhibition.

June 1974—Kunstmarkt, Basel. 1 work, white and red striped
fabrie (¢, 140 x 150 cm), shown by Max Protetch Gallery (see
B53, B61, B62, C106)

June 1974-—Galerie Rolf Preisig. Basel "Une peinture en
deux.” white and red striped fabric, 2 outside stripes painted
white on both sides; cut in 2 irregular parts, top part flush with
ceiling, bottom flush with floor; lined up. Within framework of
this group exhibition, installation to make possible hanging other
works in space between top and bottom parts of work: work can
be reinstalled anywhere following same principle, with variation
of ceiling height. Explanatory text accompanies work (see A36,
AbB4 para 2, B75, B77).

July-August-September 1974—''Projekt 74,"" Kunst-
halle, Cologne. Catalog, text, photos, C123. White and dark
gray paper, height of piece that of placards on Cologne tram-
ways. Form repeated (width varies) in different places: inside
museum, on billboards. Work appears to be parcelled out, taking
on a different significance depending on placement, whether
inside or out, etc, Work explodes in given spaces, in defined
cultural environment which it both dodges and returns to inces-
santly. Work inside censored, destroyed by director after the
opening; about 20 artists withdrew.

September-November 1974—"Aktionen der Avantgarde,”
Berlin, In preparation.

October 1974-January 1975—"Corridor-Passage'’ (working
title), The Museurn of Modern Art, New York, organized by J
Licht. In catalog, continuation of bio-bibliography (see C69).
Proposal; use of corridor leading to galleries; in corridor, use of
windows separating museum and garden by means of pasting
transparent and white paper. This form, dictated by architecture
of the windows, repeated on marble wall in garden outside, at



right angle to corridor. Problem of transparency in 2 and 3
dimensions. Form discovered in this way then taken outside
museum and put on a billboard downtown. Its site and complete
explanation of the work to be given in a text posted at entrance to
exhibition, (On use of identical form and colors in different
places, see A13, AL7. A36, AS2 AD3, A57, A6l, A64 para 3,
AG6B, AT6 [insidel; use of ransparency, see AB3, A64, AT, ABS,
AB9, AT1, B71; use of passageways, see A3, Ad, A7, A9, A10,
All, Al3, Al4. ALl7, AZ1, A23, AZ9 A33, A52).
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executed in the Paris Metro (see A13, A53}. Texts writteriin 1970
and 1973; 2 vols., London, Warehouse, 1973

“Demultiple—Hinweis fur die Anbringung.”’ text and
photo/diagram, Monchengladbach, Stadtisches Museum, De-
cember 1973 (see A59).

“Fonction d'une exposition,” in Artitude (Paris), December

1973-March 1974; 12 photos from ''Legende |, Legende [I"" (see -

C93).

“Sur les pages suivantes . . ., in catalog, Brussels, Palais des
Beaux-Arts, January 1974. Text explaining use of color in the
following 12 pp. (see B67),

“Peintures horizontales,”" text explaining B67

Open letter objecting to galleries using names of artists for public-
ity. sent from Paris, January 1974, in collaboration with Andre,
LeWitt, Mangold.

“Se Upp,”" in Grisalda, No. 1, Lund, Sweden, February 1974
(see C23).

“Soit trois toiles A.B.C.."" text for AB1, written in Milan, February
1974,

“Triptyque.” invitation/text, sent at 3 times, in February 1974,
from Basel (see AB2Z)

“A propos de .. " text written in March 1974 for C117
C88, Antwerp, ICC, March 1974 (see B69)

Catalog accompanying Ab4, Marijan Susovski, Galeria Grada
Zagreba, 4100 Zagreb, Katarinin Trg. 2, Yugoslavia, April 1974
8 photos/documents of the sites with and without the work (see
also AS5, B30, B57).

“Opomena’’ and “'Funkcija Muzeja™ (see C80) in C112

**3 passages.”’ descriptive text and plan. for Ab4, serving as basis
of book in preparation.

Invitation, Amsterdam, Art & Project, Bulletin 75 (see AB3)

Uber Kunst—On Art, Cologne, Gerd de Vries, Dumont, April
1974, pp. 50-75 (see C116 + pp. 13, 14 of Index photos; A3;
Ad; B11, pp. 15, 16, index)

“Achtung!"’ (see AZ3) in C115. April 1974

Kunst uber Kunst, catalog, Cologne, Kunstverein (see B70,

C118

119

Cc120

C121
c1az

C123

C124
C1éh

DY
D10

C115}); p. 90, text (see C110); p. 91, first chapter of *'Achtung!"’
see C116); pp. 92, 93, 4 photos (see B11, Ald and B22, A55,
AST).

Halifax, book of 1 black and white and 7 color postcards, after
A4B, Paris, Multiplicata, and Halifax, Lithography Workshop of
NS.CAD., Aprl 1974

Five Texts, New York, John Weber Gallery, and London, Jack
Wendler Gallery, April 1974. 65 pp., diagrams in 5 colors. 5 texts
written between 1967 and 1970, including *'Critical Limits,"' plus
preface “Why Write Texts? or The Place from Where [ Act.”
August 1973 (see C91). Bibliography for the 5 texts.

“Communique,” letter sent April 20, 1974, on defamation cam-

paign launched by Galerie Templon, Paris, with aid of false
invitations, letter, signature, etc.

“Transparency-Opacity,” text for AB7, May 1974,
“On the Hang Up,” invitation on yellow poster, with explanation
of AB9, sent from Los Angeles. May 1974,

Projekt 74, catalog, Cologne, July 1974 (see B75), reprint of
adaptation of C65. 2 color photos of trip to Guadeloupe in 1960
(see CB6) and of work carried out in New Yorkin 1973 (see Ad49)

Photos of some sites where works for exhibition were executed

“Fungao do Museu,' in Polen (Rio de Janeiro), August 1974

Eight Contemporary Artists, catalog, New York, The Museum of
Modern Art, October 1974—January 1975 (see B77). Biobibliog-
raphy Quis, Quid, Ubi, Quibus, Auxiliis, Cur, Quomodo,
Quando? part II. and recapitulation of work undertaken since
April 1972, 2 color photos (part |, see C69)

PROJECTION—FILMS—DIAPOSITIVES

July 1972, Gerry Schum at the Venice Biennale (see B5Z).

July 1972, Work for video, filmed by Gerry Schum in Venice
Sequel to D4.

February 1973, “ldentification.” London (see B56)

March 1973, Reading of text presented at AS3. recorded on
video, 4% minutes. Jack Wendler Gallery, London (C79, C89).




HANNE DARBOVEN
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above: Index for Four Seasons: Spring *

[ only use numbers because it is a way of writing without
describing (Schreiben, nicht beschreiben). It has nothing
to do with mathematics, Nothing! [ choose numbers
because they are so steady, limited, artificial. The only
thing that has ever been created is the number. A
number of something (two chairs, or whatever) is some-
thing else. It's not pure number and has other meanings.
If I were making it up | couldn’t possibly write all that.

[ ucwbovaciiges
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WORKS IN EXHIBITION

Four Seasons. 1973. Ink on paper, 8 framed sections
each containing 42 pages; each section 70% x 59%"
(180x 150 cm); overall, 7034"x 39" 4" (180 cmx 12 m).
Leo Castelli Gallery, New York

la/lb. 1973. Ink and typewriting on paper, 60 framed
sections each containing 4 pages; each section, 117% x
33%" (30x 84 cm); overall, 71"x 27" 6" (180 x 840 e¢m)
Leo Castelli Gallery. New York
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Index for Four Seasons: Summer *
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Index for Four Seasons: Fall *

[ try to move, to expand and contract as far as possible
between more or less known and unknown [imits, At
times | feel closer while doing a series, and at times
afterwards. But whether I come closer or not, it is still one
experience. The materials consist of paper and pencil
with which | draw my conceptions. write words and

numbers, which are the most simple means for putting
down my ideas; for ideas do not depend on materials.
The nature of idea is immateriality. All things have plenty
of variations and varieties, so they can be changed.

(in correspondence with Lucy Lippard)
29




zs

2. fricok, Uriader
; dr Lwpreleneilo

2 Ta

luz g2z
e ‘

7

b
2a il woyke - woy HIk

é. 1

Y

3

19. zz
%@WM‘?/&W ‘ 4%&0(
Achd Ay U, Zeleu
vurzcfa/zhuaceleziiuod b2
Ndcded zeleccdacaczdleccze tucrc g
Lt cclzioeien Guoticcad zvanz
dridinu s riirtebuwdir -

AU AU S
Lot UL

K 1xileo D %, /T

A A el (At tlo T s’
AU A7 T

Index for Four Seasons: Winter ™

=



1941

BIOGRAPHY

Born in Munich

1961~ Hochschiile fiir Bildendende Kunst,

65

1967

1968

1969

1970

1971

1972

1973

1973-

74
1974

Hamburg
Lives in Hamburg

SELECTED INDIVIDUAL EXHIBITIONS

“Konstruktionen-Zeichnungen,” Galerie Kon-
rad Fischer, Dusseldorf

Galerie Konrad Fischer, Dusseldorf

“6 Filmprojektionen nach 6 Buchern uber
1968,"" Stadtisches Museum, Monchen-
gladbach

“1968 und 1 Jahrhundert.” Galerie Heiner
Friedrich, Munich

Galerie Michael Werner, Cologne

“Das Jahr 1970, Galerie Konrad Fischer,
Dusseldorf

“00/366—1./99/3656—100.," Art & Project,
Amsterdam (Bulletin 28)

Galleria Sperone. Turin

“Ein Jahrhundert in einem Jahr,"" Galerie Kon-
rad Fischer, Dusseldorf

Westfalischer Kunstverein, Landesmuseum,
Munster

“42 x 100/100 x 42 Videogalerie Gerry
Schum, Dusseldorf

Galerie Heiner Friedrich, Cologne

Galerie MTL, Brussels

Jack Wendler Gallery, London

Galleria Marilena Bonomo. Bari, Italy

Galleria Toselli, Milan

Lia Rumma. Studio d'Arte, Naples

Leo Castelli Gallery, New York

Palais des Beaux-Arts, Brussels, and
Museum of Modern Art, Oxford

Kabinett fur aktuelle Kunst. Bremerhaven

31

1967

1968
69

1969

1969-
70
1970

1971

SELECTED GROUP EXHIBITIONS

“Opening Exhibition: Normal Art,"”" Lannis
Museum of Normal Art, New York

“Art in Series,”” Finch College Museum of Art,
New York

“Sammlung 1968 Karl Stroher,” National-
galerie, Berlin; Stadtische Kunsthalle,
Dusseldorf; Kunsthalle, Bern

“When Attitudes Become Form,” Kunsthalle,
Bern; Museum Haus Lange, Krefeld; ICA,
London

“Prospect 69,"
Dusseldorf

“Konzeption/Conception,” Stadtisches Mu-
seum, Leverkusen

“557,087/955.000,"" Seattle Art Museum and
Vancouver Art Gallery

“Conceptual Art/Arte Povera/Land Art,"" Gal-
leria Civica d'Arte Moderna, Turin

“Information,” The Museum of Modern Art,
New York

Stadtisches Museum, Leverkusen

Kunsthaus, Hamburg

Kunstverein, Munich

Stadtische Kunsthalle,

“Formulation,” Addison Gallery of American
Art, Phillips Academy, Andover, Mas-
sachusetts

“Guggenheim International Exhibition,” Sol-
omon R. Guggenheim Museum, New York

“‘Biennale Nurnberg 1971,"" Kunsthalle,
Nurnberg

“Sonsbeek 71, Arnhem, The Netherlands

“Prospect 71, Stadtische Kunsthalle,
Dusseldorf

‘7€ Biennale de Paris,”” Musee d'Art Moderne
de la Ville de Paris

“*Konzept' -Kunst,” Kunstmuseum, Basel

“Documenta 5, Kassel




1973 Moore College of Art, Philadelphia

1974 ‘*ldea and Image in Recent Art,"" Art [nstitute of
Chicago
“Contemporanea,” Parcheggio di Villa Bor-

ghese, Rome
“Projekt 74." Kunsthalle, Cologne

SELECTED BIBLIOGRAPHY
By Darboven (arranged chronologically)

“6 Manuskripte '69,""" in Kunstzeitung no. 3, Verlag
Michelpresse (Disseldorf), July 1969 (with text by
Johannes Cladders).

“Index fur ein Jahrhundert,” in *‘July/August Exhibi-
tion,” Studio International (London). July-August
1970, pp. 45-48.

Eindahrhundert. Amsterdam: Stichtung-Octopus, 1971.

“Words,”" in Avalanche (New York), Spring 1972, pp.
42-51,

35 Drawings. Milan: Flash Art Editions, 1973.

Hanne Darboven 1973. Brussels: Daled, 1973.

About Darboven

Celant, Germano. Art Povera. New York: Frederick A.
Praeger, 1969.

Crimp, Douglas. [Review, | Art News (New York), Sum-
mer 1973, p. 100.

Groh. Klaus. If I Had a Mind . . .: Concept Art, Project
Art. Tubingen, Milan, New York: International Edi-
tions, 1970.

“Hanne Darboven,”” Domus (Milan). December 1972,
p. Do

Honnef, Klaus, Concept Art. Cologne: Phaidon, 1972.

Jappe, Georg. “Interview with Konrad Fischer,” Studio
International (London), February 1971, pp. 68-71.

. “Young Artists in Germany,”" Studio Interna-

tional (London), February 1972, p. 71.

Lippard, Lucy R. “Hanne Darboven: Deep in Num-
bers,” Artforum (New York), October 1973, pp.
35-39,

— Six Years: The Dematerialization of the Art Ob-
ject. New York: Frederick A. Praeger, 1973.

Martin, Henry., “Milan in Autumn,” Art International
(Lugano), January 1973, p. 36.

[Review, | Avalanche (New York), Spring 1972, p. 4.

Strelow, Hans. *‘Zahlenblatter als Bilder fur das geistige
Auge,” Rheinische Post, November 15, 1968,

“Zeitals Zahl,”” Frankfurter Allgemeine Zeitung,
March 22, 1969.

Thwaites, John Anthony. “The Numbers Game,” Art
and Artists (London), January 1972, pp. 24-25.
Trini, Tommaso. “'Strategie dopo le avanguardie.” Data
(Milan), Winter 1973, pp. 34-39. English translation

by Eve Rockert.

Exhibition Catalogs
{arranged chronologically)

Monchengladbach. Stadtisches Museum, Hanne Dar-
boven. 1969. Text by Johannes Cladders.

Munich. Galerie Heiner Friedrich. **1968 und [ Jahrhun-
dert.”” 1969. Text sheet by Johannes Cladders.
Miinster. Westfalischer Kunstverein, Landesmuseum.
Hanne Darboven. 1971. Text by Klaus Honnef and

Johannes Cladders.



JAN DIBBETS

above: Dutch Mountain— Sea. 1971.
Color photographs and pencil on paper,
25% x 27%" (65 x 70 cm).

Stedelijk Museumn, Amsterdam
WORKS IN EXHIBITION
Big Comet 3-60° Sea

overall, 14' 9" x 19’ 81" (450 x 600 cm).
Stedelijk Museum, Amsterdam

1973. 20 color photographs.

33

Comet 6-72° Sea. 1973. 12 color photographs, overall,
10" 2" x 9" 514" (309.8 x 287.3 cm).

Private collection

Horizon 1-10" Land. 1973. 10 color photographs,
height 48" (122 ¢m), width variable.
Leo Castelli Gallery, New York

Littte Comet 9-81° Sea. 1973. 9 color photographs,
overall, 90% x 5334" (229.3 x 135 cm).
Private collection




above: Horizon 0-135° Sea/Land/Land. 1974. Color  below: Horizontal 0-135°. 1972. Photographs and pen-
photographs and pencil on paper, 25% x 39%" (65 x  cil on paper. 27% x 393%" (70 x 100 cm).

100.5 ¢m). Private collection Private collection

34
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above: Horizontal Construction of a Sea 9-81°." 1973.  below: Triangle Sea and Land. 1973. Color photograph
Color photograph and ink on paper, 27% x 39%" (70 x  and penciland ink on paper, 27% x39%" (70x 100 cm).
100 c¢m). Private collection Galleria Sperone, Turin

35




Construction of Sea 3-60° and 9-81°" 1973. Color
photograph and pencil and ink on paper, 28% x 373"
(73 x 95 em). Private collection

36




1941

1959-

63
1967

1965
1966
1967
1968
1969

1970

197

1971-

72
1972

1972
73
1973

BIOGRAPHY

Born in Weert. The Netherlands

Academie voor Beeldende en Bouwende
Kunsten, Tilburg

St. Martin's School of Art, London

Lives in Amsterdam

SELECTED INDIVIDUAL EXHIBITIONS

Galerie 845, Amsterdam

Galerie Swart, Amsterdam

Galerie Swart, Amsterdam

Galerie Konrad Fischer. Dusseldorf

Exhibition by mail, Seth Siegelaub, New York

TV as a Fireplace,”” Videogalerie Gerry Schum,

Dusseldorf
Art & Project, Amsterdam
“Jan Dibbets. Audio-visuelle Dokumen-
tationen,” Museum Haus Lange, Krefeld
Galerie Yvon Lambert, Paris
Galerie Francoise Lambert, Milan
Zentrum fur aktuelle Kunst, Aachen
Aktionsraum 1, Munich
Videogalerie Gerry Schum, Disseldorf
Galleria Sperone, Turin
Galerie Konrad Fischer, Dusseldorf
Art & Project, Amsterdam (Bulletin 46)
Stedelijk van Abbemuseum, Eindhoven
Galerie MTL, Brussels
Galerie Yvon Lambert, Paris
Jack Wendler Gallery, London
Galleria Toselli, Milan
Israel Museum, Jerusalem
XXXVI Biennale, Venice
Stedelijk Museum, Amsterdam

Leo Castelli Gallery, New York
Sperone-Fischer Gallery, Rome
Galerie Konrad Fischer, Dusseldorf

1974

1967
1968
1969

Art & Project, Amsterdam, and MTL, Brussels
Kabinett fur aktuelle Kunst, Bremerhaven
Jack Wendler Gallery, London

Galleria Sperone, Turin

SELECTED GROUP EXHIBITIONS

“Serielle Formationen.” Universitat, Frankfurt

“RA3/Arte povera piu azione povere,” Amalfi

“Earth Art,"” Andrew Dickson White Museum of
Art, Cornell University, Ithaca, New York

“Op Losse Schroeven,” Stedelijk Museum, Am-
sterdam

“When Attitudes Become Form,” Kunsthalle,
Bern; Museum Haus Lange, Krefeld; ICA,
London

“Land Art,”" Videogalerie Gerry Schum,
Dusseldorf

“Prospect 69, Stadtische Kunsthalle,
Dusseldorf

“Konzeption/Conception,”” Stadtisches Mu-
seumn, Leverkusen
“Art by Telephone,” Museum of Contemporary

Art, Chicago

1969~ *557.087/955,000," Seattle Art Museum and

70
1970

37

Vancouver Art Gallery

**18 Paris V.70, Paris

“Tokyo Biennale 1970 (Between Man and Mat-
ter),”” Tokyo Metropolitan Art Gallery

“Conceptual Art/Arte Povera/Land Art,” Gal-
leria Civica d'Arte Moderna, Turin

“Information,"” The Museum of Modern Art,
New York

“Formulation,”” Addison Gallery of American
Art, Phillips Academy, Andover, Mas-
sachusetts

“Guggenheim International Exhibition,”” Sol-
omon R. Guggenheim Museum, New York

“Sonsbeek 71" Arnhem, The Netherlands

“Prospect 71,"" Stadtische Kunsthalle,




Dusseldorf
1972 **Konzept'-Kunst.” Kunstmuseum, Basel
“Documenta 5."" Kassel
1974 Contemporanea,” Parcheggio di Villa Bor-
ghese, Rome
“Projekt 74." Kunsthalle, Cologne

SELECTED BIBLIOGRAPHY
By Dibbets (arranged chronologically)

Ecologic Systems. New York: Seth Siegelaub, 1965.

“Laten we Zeggen . .
1966. Text sheet.

Art & Project, Amsterdam, Bulletins 15, 1969; 36, 1971:
56, 1972,

“*Send the right page . . .."”" in "'July/August Exhibition.”
Studio International (London). July-August 1970,
pp. 41-44,

Robin Redbreast’s Territory. Cologne: Konig; New
York: Seth Siegelaub, 1970.

. Galerie Swart, Amsterdam,

About Dibbets

Baker, Elizabeth C. [Review.| Art News (New York),
April 1973, p. 82.

Blotcamp, Carel. *'Notities over het werk van Jan Dib-
bets,"” Museurnjournaal, Stedelijk Museum, Amster-
dam, July 1971, pp. 139-44,

Boice, Bruce. “Jan Dibbetts: The Photograph and the
Photographed,” Artforum (New York). April 1973.
pp. 45-49.

Celant, Germano. ‘'La Natura ¢ insorta,”” Casabella
(Milan), August-September 1969, pp. 104-07.
Domingo, Willis. [Review, | Arts Magazine (New York),

June 1971, pp. 52-53.

Fuchs, R. H. *"Modes of Visual Experience: New Works

by Jan Dibbets,” Studio International (London),

January 1973, p. 37

Graevenitz, Antje von. “The Art of Discovering Conflicts
in Perception,” Data (Milan), Summer 1973, p. 107.

Honnef, Klaus. “Audio-visuelle Dokumentationen in
Krefeld,” Das Kunstwerk (Stuttgart), Febru-
ary—March 1970, pp. 76-77

“Interview with Jan Dibbets,” Avalanche (New York),
Fall 1970, pp. 33-39,

Reise, Barbara. ‘'Jan Dibbets: A Perspective Correc-
tion,” Art News (New York), June 1972, pp. 38-41.

— . “Notes' on Jan Dibbets’* Contemporary®
Nature* of Realistic® Classicism® in the Dutch?
Tradition,®’ Studio International (London), June
1972, pp. 248-55.

Solier, Rene de. ‘‘Venise '72,"" Art International
{Lugano), October 1972, pp. 97-102.

Townsend, Charlotte. “Jan Dibbets in Conversation
with Charlotte Townsend,” Artscanada (Toronto),
August-September 1971, pp. 49-50.

Vos, Marcel. “Some Work of Jan Dibbets.”” Flash Art
(Milan), January 1973, p. 18

Exhibition Catalogs
(arranged chronologically)

Krefeld. Museum Haus Lange. Jan Dibbets: Audio-
visuelle Dokumentationen. 1969, Text by Paul
Wember,

Eindhoven. Stedelijk van Abbemuseum, Jan Dibbets.
1971. Text by R. H. Fuchs and J. Leering.

Venice. XXXVI Biennale. On Jan Dibbets. 1972. Am-
sterdam: CRM/Rijswijk and Studsdrukkerij. Text
by R. H. Fuchs,

Amsterdam. Stedelijk Museum. Jan Dibbets. 1972, Text
by E. L. L. de Wilde. Rini Dippel, Marcel Vos.




ROBERT HUNTER

WORK IN EXHIBITION

above: Untitled. 1970. Untitled. 1974,
Acrylic on paper. Acrylic stenciled on wall. Made for exhibition.
Pinacotheca, Melbourne (Courtesy Pinacotheca, Melbourne)

39




Untitled. 1971.

Acrylic stenciled on wall.

Installation in Lalit Kala Akademi, New Delhi, for Second
Indian Triennale of Contemporary Art

40

I want to make something alien—alien to myself. [ want
to produce something that is neutral—if it is neutral
enough itjust is. I suppose that these are questions about
existence. If something is to exist simply then all symbols
and associations have to be eliminated. Looking back, |
think that my paintings on canvas probably looked pre-
cious, even though I was not involved in appearances
—that is too much like making objets d'art.



Untitled, 1973
Acrylic stenciled on wall.
Pinacotheca, Melbourne

41

I was, and still am, concerned with the specifics in as
straight a way as possible: that is why the mathematical
progressions are obvious. What seems to have hap
pened recently is a greater acceptance of what is in a
material sense. | used paper after canvas because it was
there and available. In my last exhibition | accepted what
was there in the form of walls. 1971




BIOGRAPHY . ""Small Mercies."” Nation (Melbourne), May 25,
1968, pp. 20-21.
1947 Born in Melbourne Lynn, Elwyn. “In a Womb-room,” The Bulletin
1964— Preston Technical College (Sydney), August 15, 1970,
65 McCaughey, Patrick. “Dazzing Debut by Young Artist,”
1966— Royal Melbourne Institute of Technology The Age (Melbourne), May 15, 1968,
67 McCulloch, Alan. “Letter from Australia,”” Art Interna-
Lives in Melbourne tional (Lugano), October 1970, pp. 69-72.
Smith, Terry. *“Ghostly Glowing Presence,” The Sunday
INDIVIDUAL EXHIBITIONS Australian (Sydney), October 10, 1971.
1968 Tolarno Galleries, Melbourne Exhibition Catalog
1970 Pinacotheca, Melbourne
1971 *“Second Indian Triennale of Contemporary  New Delhi. Lalit Kala Akademi. /I Triennale India. 1971.
Art.” Lalit Kala Akademi, New Delhi

Pinacotheca. Melbourne
1973 Pinacotheca, Melbourne

GROUP EXHIBITIONS

1968 *“The Field.” National Gallery of Victoria, Mel
bourne, and Art Gallery of New South Wales,
Sydney

1971 *Situation Now,” Contemporary Art Society
Gallery, Sydney

1973 “Minimal,”” Ewing Gallery, University of Mel-
bourne

“Recent Australian Art.,” Art Gallery of New

South Wales. Sydney

SELECTED BIBLIOGRAPHY
About Hunter

“The Arts,”” Link (New Delhi). February 7. 1971, pp.
34-35.

Galbally, Ann. “'Is It New. . . or Updated Old?"" The Age
(Melbourne), July 29, 1970,

Lansell, G. R. “Paintings for a Fortnight,"" Nation
(Melbourne). August 8. 1970, pp. 16-17.

42




BRICE MARDEN

above: Nebraska. * 1966

WORKS IN EXHIBITION

Nebraska. 1966. Qil and wax on canvas.
4" 10" x 6' (147.3 x 182.8 cm).
Owned by the artist

Three Deliberate Greys for Jasper Johns. 1970,
Oil and wax on canvas. 6" x 12" 6" (182.8 x 381 em)
The National Gallery of Canada, Ottawa

Untitled. 1971-72. Oil and wax on canvas,
7" 6"x 8 (228.6 x 243.8 cm)
Walker Art Center. Minneapolis

Summer Table. 1972-73. Oil and wax on canvas,

5 % 89" (152.4 x 266.7 cm).

Whitney Museum of American Art. New York. Pur-
chased with the aid of funds from the National Endow
ment for the Arts

Grove Group. 1973, Oil and wax on canvas,
6x9 (1829 x 274.3 cm)
Collection Mrs. John R. Jakobson, New York

Untitled. 1974. Qil and wax on canvas
6'x6' 2" (182.8 x 188 em).
Collection Giuseppe Panza di Biumo. Milan




Untitled. 1971-72. Ol and wax on canvas,
7"6"x 8" (228.6 x 243.8 cm).
Walker Art Center. Minneapolis

I paint paintings made up of one, two, or three panels. [
work from panel to panel. [ will paint on one until I arrive
at a color that holds that plane. | move to another panel
and paint until something is holding that plane that also
interestingly relates to the other panels. I work the third,
searching for a color value that pulls the planes together
into a plane that has aesthetic meaning. This process is
not as simple as explained. There is much repainting of
panels which follows no given order. The ideas of a
painting can change quite fast and drastically or they can
evolve very slowly. | want to have a dialogue with the
painting; it works on me and | work on it. 1973




Summer Table.* 1972-73. Oil and wax on canvas,
5 x 89" (152.4 x 266.7 ¢cm).
Whitney Museum of American Art, New York




Grove Group. 1973, Oil and wax on canvas.
6x9 (182.8 x 274.3 em).
Collection Mrs. John R. Jakobson. New York

We swam in the sea today as lovers. The sea
was blue, so very blue, the blues of the Madonnas, those
most precious blues. One look up and there are the
rocks, Hydra rocks, the pines bending to the winds,
echoing the bends the rocks have undergone for so
many more years. Nature. Forces.

We turn together. [ say. “What a beautiful hill,
mountain.”" “'I've seen it so often.”” But she is of it.

Lam of the stuff to be of it. but, only through my
work which, unfortunately (but [ am young), is my life.

Remember immersion—water—land—sky—the all.
Most unforgettable is the joy. The joy.
Must joy always be saddened?

Painters are amongst the priests—worker
priests of the cult of man—searching to understand but
never to know.

As a painter | believe in the indisputability of The
Plane.
Hydra. Greece, Summer 1974




BIOGRAPHY

1938 Born in Bronxville, New York
1957— Boston University School of Fine and Applied

61 Arts
1961 Yale Summer School of Music and Art, Norfolk.
Connecticut

1961~ Yale University School of Art and Architecture,
63 New Haven
Lives in New York

SELECTED INDIVIDUAL EXHIBITIONS

1964 Swarthmore College, Swarthmore, Pennsyl-
vania
1966 Bykert Gallery, New York
1968 Bykert Gallery, New York
1969 Galerie Yvon Lambert, Paris
Bykert Gallery, New York
1970 Bykert Gallery, New York
1971 Galerie Konrad Fischer, Dusseldorf
Galleria Sperone, Turin
1972  Bykert Gallery, New York
Locksley-Shea Gallery, Minneapolis
Galerie Konrad Fischer, Dusseldorf
1973 Bykert Gallery, New York
Galerie Konrad Fischer, Dusseldorf
1974  Bykert Gallery. New York
Contemporary Art Museum. Houston; Loretto
Hilton Gallery, Webster Groves, Missouri;
Bykert Gallery. New York: Fort Worth Art
Center Museum
SELECTED GROUP EXHIBITIONS
1967 “Contemporary American Painting and Sculp-

ture.” Krannert Art Museum. University of
lllinois. Champaign

“Drawing 1967, Ithaca College Museum of Art,
Ithaca, New York

47

1969

1970

1971

1972

1973

A Romantic Minimalism,” Institute of Contem-
porary Art, Philadelphia

“Rejective Art.”" American Federation of Arts:
University of Omaha; Museum of Fine Arts,
Houston: Clemson University, Clemson,
South Carolina

“Annual Exhibition: Contemporary American
Painting,” Whitney Museum of American
Art, New York

“Concept."” Vassar College Art Gallery, Pough-
keepsie, New York

“Modular Painting,"” Albright-Knox Art Gallery,
Buffalo. New York

“L’art vivant aux Etats-Unis,”’ Fondation
Maeght, St.-Paul-de-Vence, France

“The Structure of Color,” Whitney Museum of
American Art, New York

Utah Museum of Fine Arts, University of Utah,
Salt Lake City

“Aspects of Current Painting—New York,” Uni-

versity of Rochester Art Gallery, Rochester,
New York

University of Massachusetts Gallery, Amherst

“White on White,”” Museum of Contemporary
Art, Chicago

“Painting and Sculpture Today 1972." Indi-
anapolis Museum of Art

“Eight New York Painters.” University Art
Museum. University of California. Berkeley

“70th American Exhibition,”" Art Institute of
Chicago

“Painting: New Options,”” Walker Art Center,

Minneapolis

"Documenta 5, Kassel
“Options and Alternatives: Some Directions in

Recent Art,”” Yale University Art Gallery,
New Haven, Connecticut

“American Drawings, 1963-1973,"" Whitney
Museum of American Art, New York




“Biennal Exhibition: Contemporary American

Art,”" Whitney Museum of American Art,

New York

“Young American Artists.” Genthofte Kunst-
venner and Genthofte Kommune, Denmark.
for circulation in Europe

“American Art: Third Quarter Century,” Uni-
versity Gallery, University of Seattle

"Some Recent American Art.” The Museum of
Modern Art, New York, for circulation in
Australia and New Zealand

“Contemporanea.” Parcheggio di Villa Bor-
ghese, Rome

“New Painting: Stressing Surface.”

Gallery. Katonah. New York

1974

Katonah

SELECTED BIBLIOGRAPHY
By Marden
Suicide Notes. Lausanne: Edition des Massons. 1974.
About Marden

Anderson, Alexandra C. |Review. | Art in America (New
York). May—June 1973. pp. 99-101

Andre, Carl. “"New in New York: Line Work.” Arts
Magazine (New York), May 1967, pp. 49-50.

Boice, Bruce, “The Quality Problem.” Artforum (New
York). October 1972, pp. 68-70).

Borden, Lizzie. |Review.| Artforum (New York), May
1973. pp. 76-77.

Domingo, Willis. “Color Abstraction.” Arts Magazine
(New York). December 1970-January 1971, pp.
34-40.

Gilbert-Rolfe, Jeremy. |Review, | Artforum (New York).
June 1974, pp. 68-69.

Glueck. Grace. “Brice Marden."” The New York Times,

December 3. 1966, p. 37

Hess. Thomas B. |Review.| New York Magazine (New
York). March 19, 1973, p. 75.

Kurtz. Bruce. “Documenta 5: A Critical Preview.” Arts
Magazine (New York). Summer 1972, pp. 30-43.
Lippard. Lucy. “Rejectionist Art,”" Art International

(Zurich). October 1966, p. 36.

——— "The Silent Art.”" Art in America (New York).
January-February 1967, pp. 58-63.

Masheck. Joseph. [Review.| Artforum (New York).
January 1971, p. 72.

Peppiatt. Michel. “Paris.” Art International (Lugano).
November 1969, p. 56

Pincus-Witten. Robert. “Ryman, Marden. Manzoni:
Theory. Sensibility. Meditation,” Artforum (New
York), June 1972 pp. 50-53.

Ratcliff. Carter. “New York Letter,”” Art International
(Lugano). May 1970, pp. 76-81.

———. "Once More. with Feeling.” Art News (New
York). Summer 1972, pp. 34-37.

Rosenstein, Harris. “Total and Complex.”” Art News
(New York).May 1967. pp. 52-54.

Sharp, Willoughby. *‘Points of View. A Taped Conversa-
tion with Four Painters,”” Arts Magazine (New York).
December 1970-January 1971, pp. 41-42.

Smith. Roberta Pancoast. “Brice Marden's Painting,”
Arts Magazine (New York), May—June 1973, pp.
36-41

Exhibition Catalog
New Haven. Connecticut. Yale University Art Gallery.

Options and Alternatives: Some Directions in Recent
Art. 1973. Statement by Marden.




DOROTHEA ROCKBURNE

above: Golden Section Pafnr.fng_*1974

WORKS IN EXHIBITION

Golden Section Paintings. 1974. Gesso on sized and
folded linen, base size 68" (172.8 cm).
John Weber Gallery, New York

As one’s thought and experience are formed and used a
delicate moment occurs when the discovered becomes
understood, known, and consequently incorporated.
This then is substructure, those many irretrievable opera-
tions behind the frontally evident
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I had wanted to approach painting in a way which takes
as a given certain conventions while questioning others
Consider the convention of the rectangle itself. When |
focus my seeing, my peripheral vision does not frame
itself into a rectangle. It therefore became necessary to
consider the rectangle as perhaps generating itself
through itself. With this in mind I chose a Golden Section
and the square of that as a beginning format. The choice
of the Golden Section is based on the notion of substruc-
ture. The opened size of linen from which the work is
made measures 68 x 178 inches. The Golden Section is
110 inches long, combined to the determining square of
68 inches. The square and the Golden Section remain
joined throughout, 1974




The Museum of Maodern Art, New York.
Mrs. John D. Rockefeller 3rd Fund

Drawing Which Makes ltself: FPl 16. 1973,
Folded paper and ink. 30 x 40" (76.2 x 101.6 cm) L

3.
4.

Notes to Myself on Drawing

How could drawing be of itself and not about some
thing else?

Construct an investigation of drawing which is based
on information contained within the paper and not on
any other information.
Thought acts upon itself.
It seemed reasonable that paper acting upon itself
through subject imposed transitions could become a
subject-object

The subject-object draws on relationships which are
not intrinsic to the thing itself, but rather which inform
through some action imposed by the situation.

April 1973



Indication drawing of installation of the series Drawing
Which Makes [tself: Neighborhood. 1973.

Transparent vellum paper and colored pencils and black
ink on paper. 38 x 50" (96.52 x 127 cm)

John Weber Gallery. New York

It became necessary to do a work which utilized all the
discovered operations from the large carbon series:
Drawing Which Makes ltself. while maintaining in the
work the conditions of transitive properties. | did not
want these operations to be necessarily retrievable, nor
to deal with the innate transitive properties of carbon
paper,
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Transparent vellum paper has been used so that the
determining lines of placement appear through the
paper. The work is called Neighborhood, which refers to
the topological relationships of neighborhood, con-
tinuity. closure. and approaching limits in relation to
boundaries. The way in which external borders of ter-
ritories shift by being informed through interior and in-
ternalized functions is in part the content of this work.

March 1973




Installation of the series Drawing Which Makes Itself: Arc.
1973. Lines generated from folds in carbon paper,

c. 8 6"x 6" (259 x 182.8 cm).

Private collection




Identity Class #5. 1973. Folded paper and ink,
493, x 543" (125.2 x 137.5 cm).
Galleria Toselli, Milan

It is difficult to separate the element of transformation
from that of identity. It is as though identity only should
2ry fransformation

be reserved for reason, as though et
necessarily involved an irrational factor. The concepts of
it is

transformation and identity are always inseparabl
the possibility of arranging them with respect to each
1973

other which is the excitement of reason.
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