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ABOVE: Nebraske. 1966. Oil and beeswax on canvas, 58 x 72" (147.3 x 182.9 ¢m). Collection the artist

OPPOSITE PAGE, TOP: D'aprés la Marquise de la Solana. 1969, Oil and beeswax on canvas, three panels, overall: 6'5%" x 9'94%"
(196 x 297 ¢m). Solomon R. Guggenheim Museum, New York. Panza Collection, 1991

OPPOSITE PAGE, BOTTOM: Grove Groip IL 1972-7 3. Oil and beeswax on canvas, two panels, overall: 72" x 9° (182.9 x 274.3 ¢cm).
Private collection. Fractional gift to the San Francisco Museum of Modern Art







Diptych, 1986-87. Oil on linen, two panels, overall: 6'3" x 12' {190.5 x 366 cm), Private collection







1966 /1986, in a bruised purple, was named in homage to the folk singer Bob Dylan; Nico, 1966, i

a tawny evocation of the singer of the rock band the Velvet Underground, and of her “blondness and

light tan pants suits”; Nebraska, 1966, honors the “mysterious greens of Nebraska,” seen in a drive

across the country that summer. The paintings have maturity and confidence as well as a sense of

grandeur and ambition. They marked Marden's emergence as a painter to be reckoned with.

GALLERY TWO

Throughout Marden's career, family, friends, and lovers proved important sources of inspiration }
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under the surfaces of his \

works. A key painting made after the Bykert Gallery exhibition is the two-panel work For Helen,

1967, dedicated to Helen Harrington, whom Marden married in 1968, Each panel was the height

ot her body and the width of her sho ing a small space between them, Marden hung the

panels side by side to make a diptych. This painting was followed by the single-panel Back series,

1967—-68, but by 1968 Marden had begun to make diptychs and triptychs of abutting color panels
The art of the past has been an important inspiration throughout Marden’s career. Marden
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rned about color from looking at the painti

notes that while studying in Boston he

Manet at the Boston Museum of Fine Arts—he was struck by “the idea of seeing a dark against a

dark, what kind of color came of that.” During two stays in Paris in the 1960s, Marden repeatedly

isco de Goya in the Louvre, a portrait of the Marquise de la Solana:

iting by Frane

studied a pair

rirait ol a severe won

standing in an awesome landscape on dainty feet with a big pink

bow in her hair, not fooling a soul.” Made in Paris, Marden’s painting D’aprés la Marquise de la Solana,

1969, “has to do with Goya's color. A black, a green, and a pink. A full panel of pink.” Probably

ontemporary artist most important for Marden has been Jasper Johns. Soon after arriving in

New York, Marden worked as a guard at the Jewish Museum, where he was able to scrutinize
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paintings g the artist’s first retrospective, shown there in 1964

GALLERIES THREE, FOUR, AND FIVE

=an Sea, and decided to

In 1971 Brice and Helen Marden visited Hydra, a Greek island in the ;

1y a small property there for a house and studio. Since then they have returned to the island almost

every summer, and a corresponding

hift in Marden's work in the 1970s is palpable—colors inten

Mediterranean

srander and bolder. Allusions to t
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> ancient structures of Hydra, the grand remains

landscape—the olive groves, the sea, the sim

civilization—underlie many painting
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assical Gree and drawings beginning at this time, and

remain primary through the early 1980s.The myths of the Greek gods, the cycles of nature—the

enfolding the sea in evening—all can be seen and felt. In the paintings in the Grove Group series, l
s a grove of olive trees in which the Muses might \

completed between 1972 and 1976, Mard

have gathered. Post-and-lintel architecture, common to ordinary structures on Hydra and fragments

of Greek monuments, specifically inflects the composition and structure of Marden's work of the late
1970s and early 1980s. These sources underlie one of his most ambitious paintings, Thira, 197980,

the title of which is the formal Greek word for door.




GALLERY SIX

The late 1970s through the mid-1980s was a period of transition for Marden, shaped by several
significant projects. First, in 1978 Marden was commissioned to design new stained glass windows
for the Basel Miinster, the Swiss city's great Protestant cathedral. This absorbed him until the mid
1980s, when the project was canceled. Then, in 1981, Marden abandoned the use of wax, because
of the fragility it imparted to the surfaces of his paintings, and developed a new technique using
terpineol mixed with oil to produce a pigment that dries to a flat surface. Marden also began to
question his work’s potential for development: “I got to a point where I could go on making "Brice
Marden paintings’ and suffer that silent creative death. . . . You get to this point where you just have
to make a decision to change things.”

Marden's first trip to Asia—to Thailand, Sri Lanka, and India in late 1983 and early 1984 —
marked the beginnings of his interest in Asian culture and landscape, an interest that would develop
rapidly and passionately, profoundly affecting his work over the next two decades. Later in 1984
Marden, at Helen's suggestion, visited the exhibition Masters of Japanese Calligraphy, 8th—19th Century, at
the Asia Society and the Japan House Gallery in New York, and then immersed himself in the study

of calligraphy.

GALLERY SEVEN

Marden's interest in Asia and his attention to calligraphy were synthesized in his Cold Mountain
paintings, which he worked on in the late 1980s and early 1990s. In the mid-1980s Marden began
reading Chinese poetry, notably the work of the Tang dynasty hermit known as Cold Mountain,
or Han Shan. A 1983 publication juxtaposed Chinese calligraphy with the English translation, and
Marden for the first time perceived calligraphy as text rather than image. Using a scheme of four
couplets across and five characters down, Marden embarked on a series of large canvases in which
discrete calligraphic forms were gradually linked into sinewy, looping overall fields. As he did
throughout his career when working on a series, Marden moved back and forth from one canvas
to another until all were completed. Each painting was repeatedly worked on, the linear elements
laid down, erased, and overworked, the grounds likewise wiped and sanded, and the color tones
adjusted until an overall equilibrium was achieved—so that while multiple layers are intimated, the
plane of the canvas is even and unbroken. The movement of the artist's body and arms in making
the paintings is translated into a rhythmic, almost dancelike engagement of the viewer's eye and

body. Yet the serenity and meditative character of the Cold Mountain paintings remains.

GALLERIES EIGHT AND NINE

In his work since the Cold Mountain group, Marden has returned continually to Asian art and

culture for inspiration, just as in the 1970s he was consistently influenced by the ancient cultures
of the Mediterranean. His paintings evidence the impact of not only calligraphy but Chinese land-
scape painting and Han and Tang dynasty sculptures. Perhaps most extraordinarily, in The Muses, a
series of works from the late 1980s to mid-1990s, Marden melds Greek and Asian influences with
New York School abstract painting in a seamless synthesis. Here again his inspiration was not only

abstract or cultural but personal and specific. The Muses series was inspired by his two daughters,

as were the related paintings Virgins and The Sisters, both 1991-93. Marden also had his father in

mind and the memory of the experience of “nature and the outdoors through his father's eyes.”













6 Red Rock 1, 2000-2002. Ol on linen, 8' 11" x 6'3" (271.8 x 190.5 cm}. Robert and Jane Meverhoft Collection,

Phoenix, Maryland
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