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T ' % i85 oct., 12, 1988
The Institute for | e s 3
and Ui .l.es&rees,
fhe Clocktower
108 Leonard Street 25, 1
LB York, NY 10013 * 4% i .2 3] 2
.'??73'3-1096 P Eode; Box 114
Safapbnack, NY
Alanna Heiss %

President and Executive Director, ™

Dear Meal:

Just & note to clarify the dates 8f your Clocktower shows

.'.-.}q‘]i}ai‘im datesy, Oct, 30-tov, 30

Opening: November 7th, 6-S8pam

_Péetry Yaaafha by Creeleyi Nov. 7th, 8pn

B

&I am sorry df t;nvte was some cq:,?\}s:.m. hese were the originm}
datéss’ When I told you a &ifferent set of dates, they had ‘been® 3'

tarily switchede- which is why I was surprised when said
. _'Bs ware not the dated I had menticned.... Oh well§

]

[ m Fimcelpea,cl
.,clocxzqwur wor&napox

; ff;f.' < e
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Since the early 1960s, Neil Williams has rigorously

engaged his painting to a constant criticism of form and yﬁ" A

material, These paintings lend themselves to such keen - ;ng—f
; iy

observation because of the quality of intelligence thél 44

evidence. They have become a somewhat ironic celebration “i

of the process and history of their painting, pur'suing.
each other, coherently self-referential.
The earliest shaped work included in this exhibition, !
- ]
Pop Title, 1964 and recently repainted, is amofig th_e' wE)rkg

with which Williams is most often identified, bec{ausg-bf :

their presence in The Shaped Canvas exhibition. at the Gug- ',
. - L]

genheim, 1964, and at the Green Gallery in that year.; Fhé-

ther shaped or not, these early paintings are ma‘dé up of a

system of repeated forms. This repeat of image is clearly °* g 1
a specific choice, and calls on a play between reductive : e
counterpoints of color and form. In Pop Title, Hilligms a5 g;

3dds ag the posq1b1litigs of this repeat ky cunstructins

; % -
paintﬁl"g are fully '1nte'3rated into the run of the ima

In his essay for the Guggenheim exhibition Systemic Paint—
L}

ing, 1966, which included Williams, Lawrence )\lloway theor-

jzed the meaning and role of form and image run and the em- .

ployment of a system in the making of art. Repetion was

3 4% e
seen as restoring meaning to the formal object. In Pop Title, °

. N Y% 3
. .

although the run and shaping suggest continouous extension,

.
e

the work remains as an object, a thing in itself.’ .
By 1967, the year in which Williams appeared in the
Carnegie International, the artist's production had. expand-

ed into the stained field of the monumental, shaped work Pre-

sented to the Emperor Chang. The double and reversed re-—

ductive chevron invites the eye to travel its su;face pro-

gram of articulated color. The quality and enjoyment of the
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handling of paint emerges in these fields of suffused colorhu.au™
as they run through their components and compliments.
In Haiku, 1974, the chevron or delta-wing shape stands

on end, a shape characteristic of William's painting for

some years. This familiar shape had become a field on which

Williams could exercise his mastery and growing enjoyment of .
the handling of paint. The complex play of brush\i:érk_ and ° ’ ...:;_r‘

color is purely painterly, expressive and 'acutehly éwa'r_q_ a't‘ _"'.“‘.'
once. i :;* %

Tn the shaped work of 1981, Williams has fol'_c'af-set"l ‘on al
system of repeated patterns that intersect with forl'nallzgf "a;b-_-l‘_ .
“stracted areas or grounds inhabited by\other figu.::es..ogpal.:,—.-‘:;

; N
terns. Fach of these repeated figures is consti.::uted of a :- ‘

number of elements that cooperate in establishing tfle.c_omp;:—'

nents of the figure, or is composed of a discrete fo(rm, line

¢ .
or bar of color, These works are complex ara-besques initen— o

e -

sion with geometric forms, wivid with color. Other areas.qr¢?' .

- : L
cord more painterly device, or drawing with paint. . In@t:alled,\ -

together, because of the overall exterior shape of tha sug-* N
port, their objectness remains, and the paintings with thf

shaped v01ds that separate them recall the earlier ob‘jectlvs’t’

.

a'."

repeats of 1964.
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‘In the four most ne,epnt':u?rk":

v ¥, M.E. #2;
4

-yﬁs in play,, as .— .14 _

of specific in- ‘;r'

e r
gts§the composition "

&
and gives the command to begin ense@lg ?hey are evidently

M.E. #3, and M.E. #é,‘,the total ivoc

though Williams had a:ssembled an or

struments and in these paintings, pr

a sequence of developing ideas, beginnj,pg iith the establish-

L

ment of the 1nvestlgatron in M.E. . ere, \hlliams a,p—

nounces a figure/gry ‘ntz, posxtive/n,ega ivg, color/ blae]z and ; -
i » i 3
white counterpoints a , o

h §:

s

It could be said .thrar_ the simple, quatrefoil f131;re5,
particu.]arly. ‘as they appear im a bar of hotly colored
allude in tI% individu-al "petals" to !" stro;ke of b.ru'_

< .
and ag well recall '"he flowers of Warh: The in'divid

shapes ghat constitute r.'he floral figure are also:_grou ]

i
o

that co- tain draw‘ing w1sh paint, haimonics. Th:Ls 'draw:lng

with pafnt L&in grahﬂsqu.es rather. _than glyphs% ‘The paint-—

s .~ Vi 3 v, i .8 : ’ ‘
ing is.two- paneled. L - 2 g, W TERS 5 ,‘;*’ v R
-

o
.

In the second of the series, the figure uithdraw‘s Lo

=

'th,e 1e£_;: anjﬂ&hm emexgin_g, tumhles‘:in repeats of r.tie fig-—- T
ure, act'i.var.'ing the surface. Although thg woLk is st11]_'

t'!n
composed- of two panels, 11118"15 has generated more elen;ent.s

&
in the panels. aIN the right. he’' gives his-_aiention to s’pe:

cific eleme’n‘ts that ari 1mplic1t or can be 1 cated in .i:hq -

first. ‘Eﬁae upﬂir left section of the right p.aner may ‘be’ un- &-..;'-: o

e

! o
derthOd%s a concentration 0‘1 the component of the pcsitive .

ground of the left panel, a drauiniuith paint on the groq a.f

The floral figure then tumbles out negative grq;lncl and

floats up to tersect with the inthoduetion of a new ele-
li tself. )

ment, made up ®f the material of pafnt ¥
This area is.compased of the s.kin'y of dr%ed ac;r_lic

paint. In a speci{fic process grown"put of th§ utilization

of the Mardening, ltill flexible scum of paint dr:un from

the can, Williams produces quantiti?s oﬁ. the materi&!‘. to

. l
™ __"-
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%} deﬁicl as an extendibn of'tﬁb possibilities of the medium.

-
155 refers to the mattriality ol!J tﬁe paint itself, whicf ‘
composes, one way or another, the rest -;oE_‘ this painting, o *

the notion of painting. Subsumed in the painting, this ad-

hered skin of paint becomes a second gro’nd, and by drmdns ‘-’

with paint on the manipulated surface, the artist makes a "L'_v

conundrum of the process he employs. |
Now Wilfiams has located the elemen%s and mﬁrshails R

them with gqsater command in M.E. #3, by separat?ng:e§ch of

the areas ogginvestigation into discretely suppofFed elements.

Their shape is rectilinear, and the notion of shaie‘igviﬁ

the painting itself. The referential nature of'this series

is compounded further in the panel of skin painting, as the o+

artist incorporates not only the material of paint but the‘

tools of the painter. Inseparable from the.ground of paint
il . .
skln?xre brushes bf various sizes, tins. Playing op the

sign1f1cance of paint as skin, Williams introduces flesh
color to the previously recorded primary and secondary col-— .
= <L o

orag, Tfidit Is possible to read without forcing issu.es a ref= -

erence té Wa%hol in the quatrefoil figures, then thg De Kuoﬂf;.’

ing of the other Marilyns is noted here, and perhaps theI
5
artists u_tho have notably incorporated "foreign" material.in !

¥ the matrix of paint, from Poons to Schnabel; in the drawing _%
J . 2 . -ﬁ".
with padnt, ,-PolIack; and, not for the first time), the ques-. & |
B B . b
tion of Stella. 5 : ._.:'-
. ‘.--h-.‘b >
In M.E. " "‘#4, with the realization that both a recoﬁec—,i;;;fi§
tion of all the elemetns can be brought into play by rgfer—;rf.f :
A . . T A
ring to their éssential components inga more finely Spec- ";h-;hL
Y was Wil
{fic handling, Williams announces éaclj element by utilizing wt

only what is necessary to identify -'itifully. The quatrefoil, » oL

like most physical things, requires tiree to establish num=
v 3
pering as multiple. They occur in the left panel. As im

M.E. #3, the right section is constructed of three panels

in a more or less post-and-lintel apticulation. But in thﬁ:

[ S o'
quaterefoil-figured left panel, a broken, serpentine ribbom
. o 2
3 - - 4 ”, .

o
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of red or%;a white gr‘und becomes

: emblem of, ﬁ&‘ﬂ" I

onaciOusness of ltn& in drawing. ’I‘he ,.liut.el penel to t:imji

ri°ght embellishes uhgt it is to drnw vgth paint, rehearsed
frcnm the previous paintings. The .?ow ght panel positiens

LWP commas of blue c)th-a black grou-nd, agzn emb]_ematicﬁ Tj!b

fihal panel of sklnned paint has a modeled formal quality

announced in a regularity of re pea&s t;\at in their ridges
recall the d).agonal runs of qhe pa‘int ngs of the earlj 60s, _..'-'..' :
and contaming mor e’ incorporated rtaterial. These repeats A
may refer to the figure, the shape of an X, which, in !the

quatre_ﬁégil, is anthropomorphic, bilateral if not.symmetrical.

This painting records movement, its statement intérrup'_te.’d,'

é&_‘*’_}* _regarded. Dhsirve: with an unfocused gaze, these fpainter'i,y
u%mear.s cohere and co'lspire to unify all of these interior-’
AT,
and exttrion referen"es. ) ' £ Ve
r 5.
I had intended to dlscuss all of this vith Ne;l Nilliams,
but he told me that if he could talk about these paintings
he wouldn't have to do them, or be able to, or sométhing
like that. e was sorry I hadn't been able to use.my tape-
> . k ¥,
. ‘ x ', 1 " .
gecorder. T said that was all right. |The paintipgs say it
4 ? 3 ; 2
A, ;
":f y | FEdward Leffingwell
5 2 | y 1 -
1 October 1986 « v Lt 3
i . “3.’;-
p AN i
! A :
' ‘9 1 .'l! .! “’ . .
‘ ) & ; X : .‘
- . ' v N
L] - o
:‘ ' b " 1 v ﬁ
i .
' L]
1 % '2
* i . &
: ) ” :
i
i %
: N : . -
-y — i g .' ' 1 *
- e R -}“ > % ) '-‘
L ' . o ]
¥ .
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Alanna Heiss y
‘Pregsident and Executive Director

For more information:z

Fo.r ifnmediate"r.elease - i
- wlﬂ%tact Tom Fiukelpeaﬂ. E

" ¥ -233-1096

| NEIL WILLIAMS, szsmm CREELEY =

AT THE CLOCKTOWER -
g

43 t'.,i*ue for Art and Urban Resources announces the
openin of work by Neil Williams and James
Rosenqu: g o the etry reading by Robert Creeley and
.4n open- u&io show by Tim'€asey. The exhibitions will run
October 30 th er 30 4 1986 The artists' reception,
wit‘h a reading by ‘Rober Creeley, will take place on Friday,

; 100 to 8:00 pm, Admission is by voluntar\r

Neil Williams whose paintings will f:.ll the lower gallerles,

is ‘an abstract painter who began show 1g-in the mid-1960's,

parﬁx;i ated in important exhibitjops such as The Shaped .
\, Canvas at Fthe Guggenheim in 1964 and the* Carnegie International
| in 1967, but this will be Williams' figst major New York show
..{" : ﬁ - bef ingwell and Richard Bellamy, b
; Atie I% ‘the efreffgth-and vitality of Williams'
rk back to thé attention of the New York audience.

=

Y a
y ,J,a. large new pnainting in the

same ge as Williams', serves as a Blearr contrast to the
development of Willdiams' painterly work.

Robert Creeley is a poet whose ‘&en@ensed stvle has
gained him:an international reputation. He will read a group

of new works at the November 7th Wcm.

¢ rim Case\r is a first year reﬁde‘im the Institute's
Netiena] Studio Program at the Clock:;gwar Casey's heavily
encrusted surfaces represe.nt ) or buildings integrated
in a painterly fiéldiof au’b or. -
The Glocktower's facility is gwned by the City of New
York and. i‘ts programs are supportel in part by generous
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