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Individual Exhibiti SWIMMERS ATLANTA

1963 Mills College Commissioned by the Art in Architecture program
1970 119 Spring St of the United States General Services Administration
1972 Reese Palley ' for the lobby of the new Richard B. Russell Federal Building
1973 Jacob's Ladde and U.S. Courthouse, Atlanta, Georgia.
1974 Paula Cooper |

Saman Gallery
1975 Garage, Londo

John Doyle Ga September 19 - October 13, 1979
1976 Paula Cooper Opening Reception, September 19, 6 to 8 pm
Dartmouth Col

Contemporary
1977 Wadsworth Ath
Paula Cooper
1978 Saman Gallery The Institute for Art and Urban Resources
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San Franecisco 13th Floor, 108 Leonard Street, New York, N.Y. 10013
Hansen-Fuller
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Baltimore Art
Margo Leavin Gallery, Los Angeles,

Exhibition:

"Seven Walls'", The Museum of Modern Art, New York
"painting Annual', The Whitney Museum of American Art, New York
“Anpnual Invitational: Focus on Women', Kent State University, Kent,Ohio
"Painting & Sculpture Today', Indianapolis Museum of Art, Indiana
"Apt Without Limits',Rochester Memorial Art Gallery,Rochester, New York
"Painting: New Options", The Walker Art Center, Minneapolis
mAmerican Women Artists', GEDOK, Kunsthaus, Hamburg, Germany
"Small Series", Paula Cooper Gallery, New York
"Art in Evolution', Xerox Exhibition Center, Rochester, New York
Paula Cooper Gallery, New York
"Contemporary American Drawings',The Whitney Museum, New York
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"Drawings and Other Work", Paula Cooper Gallery, New York
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nSeven Walls'", The Museum of Modern Art, New York
"Painting Annual', The Whitney Museum of American Art, New York
"Annual Invitational: Focus on Women", Kent State University, Kent,Ohio
"painting & Sculpture Today', Indianapolis Museum of Art, Indiana
t"Art Without Limits',Rochester Memorial Art Gallery,Rochester, New York
"painting: New Options", The Walker Art Center, Minneapolis
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JENNIFER BARTLETT

Born: Long Beach, California, 1941

Education: Mills College, Oakland, California, B.A., 1963
Yale School of Art and Architecture, B.F.A., 1964
Yale School of Art and Architecture, M.F.A., 1965

Awards: Fellowship, CAPS (Creative Artists Public Service), 1974
Harris Prize, Art Institute of Chicago, 1976

Instruetor, School of Visual Arts, New York City

Individual Exhibitions

1963 Mills College, Oakland, California
1970 119 Spring Street, New York
1972 Reese Palley Gallery, New York
1973 Jacob's Ladder, Washington, D.C. (with Jack Tworkov)
1974 Paula Cooper Gallery, New York
Saman Gallery, Genoa, Italy
1975 Garage, London, England (with Joel Shapiro)
John Doyle Gallery, Chicago
1976 Paula Cooper Gallery, New York
Dartmouth College, Hanover, New Hampshire
Contemporary Art Center, Cincinnati
1977 Wadsworth Atheneum, Hartford
Paula Cooper Gallery, New York
1978 Saman Gallery, Genoa, Italy
University of California, Irvine
San Francisco Museum of Modern Art, California
Hansen-Fuller Gallery, San Francisco
Art Museum of South Texas, Corpus Christi
Baltimore Art Museum, Maryland
Margo Leavin Gallery, Los Angeles,

Exhibition:

"Seven Walls'", The Museum of Modern Art, New York
"Painting Annual", The Whitney Museum of American Art, New York
"Annual Invitational: Focus on Women'", Kent State University, Kent,Ohio
"Painting & Sculpture Today", Indianapolis Museum of Art, Indiana
"Art Without Limits",Rochester Memorial Art Gallery,Rochester, New York
"Painting: New Options'", The Walker Art Center, Minneapolis
“American Women Artists', GEDOK, Kunsthaus, Hamburg, Germany
n"Small Series'', Paula Cooper Gallery, New York
wArt in Evolution', Xerox Exhibition Center, Rochester, New York
Paula Cooper Gallery, New York
"Contemporary American Drawings',K The Whitney Museum, New York
"e,7500", California Institute of Art, Valencia, California
(traveling exhibition organized by Lucy Lippard)
"Works on Paper', Tyler School of Art, Philadelphia
"Conceptual Art'", Women's Interart Center, New York
"Drawings and Other Work', Paula Cooper Gallery, New York




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection: Series.Folder:

MoMA PS1 T -A.2293

PAULA COOPER 155 WOOSTER ST. NEW YORK 10012 677-4390

Jennifer Bartlett

1974

Ay

Spring Group Exhibition, Paula Cooper Gallery, New York

Fall Group Exhibition, Paula Cooper Gallery, New York

"Works on Paper", Virginia Museum of Fine Art, Richmond

Opening Group Exhibition, Doyle-Pigman Gallery, Paris

"Drawings and Other Work", Paula Cooper Gallery, New York

"37th Corcoran Biennial", Corcoran Gallery of Art, Washington

"Small Scale in Contemporary Art", Society for Contemporary Art,
34th Exhibition, Teh Art Institute of Chicago

9e Biennale de Paris

"Recent Work", Middlebury College, Middlebury, Vermont

"Approaching Painting: Part One", Hallwalls, Buffalo, New York

Group Exhibition, Paula Cooper Gallery, New York

"Scale", Fine Arts Building, New York

"79nd Annual Exhibition", Art Institute of Chicago

"The Liberation: Fourteen American Artists", Aarhus Museum
of Art, Denmark (and traveling to European museums)

Group Exhibition, Paula Cooper Gallery, Los Angeles

"Contemporary Approaches to Painting”, The University Art Galleries,
University of California, Sanata Barbara

"Soho", Akademie der Kunste, West Berlin

"New Work/New York", California State University, Los Angeles

Group Exhibition, organized by Paula Cooper, Galerie Mukai, Tokyo

"Soho", Louisiana Museum, Humlebaek, Denmark

wyale Art Students' Choice 1976-77", Yale University School of Art
Gallery, New Haven

"The Pure Form", Kunstmuseum, Dusseldorf, West Germany

Group Exhibition, Paula Cooper Gallery, New York

"Aspects of Constructivist Art", Kunsthaus, Zurich (Selections from
the McCrory Corporation Collection)

"private Images: Photographs by Painters", Los Angeles County Museum
of Art, Los Angeles

"Maps", Penthouse, The Museum of Modern Art, New York

"1977 Biennial Exhibition", The Whitney Museum of American Art, New York

"painting 75,76,77", Sarah Lawrence College; The American Foundation
for the Arts, Miami; The Contemporary Arts Center, Cincinnati

"For The Mind and The Eye", New Jersey State Museum, Trentonc

Documenta 6, Kassel, West Germany

Group Show, Paula Cooper Gallery, New York

"Historical Aspects of Constructivism and Concrete Art", Musee d'Art
Moderne. de la Ville de Paris |

"20th Century American Art from Friends' Collections", Whitney
Museum of American Art, New York

"New York: The State of Art", New York State Museum, Albany

"Critics' Choice", Lowe Art Gallery, Syracuse University, Syracuse,
and Munson-Williams-Proctor Institute, Utica, New York

"Master Drawinas and Prints", The New Gallery, Cleveland

Group Show, Y.M.H.A., Philadelphid

Group Exhibition, Paula Cooper Gallery, New York

"Art for the New Year", Penthouse, Museum of Modern Art, New York

"New York, 1977", Amherst College, Massachusetts

"Art for Corporations', Penthouse, Museum of Modern Art, New York

'
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Jennifer Bartlett

Group Exhibitions:

1978 "Tenth Anniversary Group Exhibition", Paula Cooper Gallery,

New York

"Prints in Cincinnati Collections'', Contemporary Art Center,
Cincinnati

"New Image Painting", Whitney Museum of American Art, New York

"Point", Philadelphia College of Art, Pennsylvania

wSelected Prints II, 1960-1978", Brooke Alexandre Gallery,
New York

"Whitney Biennial', Whitney Museum of American Art, New York

"Two Decades of Abstraction', Tampa Bay Art Center, Florida

" Drawings about Drawing' New Directions in the Medium(1968-
1978)", William Hayes Ackland Memorial Art Center,
University of North Carolina, Chapel Hill

"Small is Beautiful", Freedman Art Gallery, Albright College,
Reading, Pennsylvania

"New York Now'", Phoenix Art Museum, Arizona

"Decade in Review', The Whitney Museum, New York
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THE INSTITUTE FOR ART AND URBAN RESOURCES, INC. EXECUTIVE OFFICE: THE CLOCKTOWER, 108 LEONARD ST., NEW YORK, N.Y. 10013
AREA CODE 212/233-1086 BRENDAN GILL, CHAIRMAN OF THE BOARD OF DIRECTORS ALANNA HEISS, PRESIDENT AND EXECUTIVE DIRECTOR
PROJECTS: WORKSPACE / PROJECT STUDIOS ONE (P.S. 1) / THE CLOCKTOWER / NEW URBAN LANDSCAPES / SURPLUS MATERIALS

JENNIFER BARTLETT
"SWIMMERS FOR ATLANTA”
Sept, 19--OcT, 13, 1979

OpenING: SeEPT. 19
6--8 P.M.

PrREss RELEASE:

THE CLOCKTOWER
108 LeonArD ST,
NN

Ave. 15, 1979

Jennifer Bartlett will open the season at the Clocktower on September

19, 1979 with a major series of paintings titled "Swimmers For Atlanta. "
These works were commissioned by the Art in Architecture Program of the
United States General Services Administration for the Lobby of the Richard
B. Russell Federal Building in Atlanta, Georgia.

The Clocktower exhibition will include Photo documentation of the Atlanta
site, work drawings and presentation drawings. In addition the nine
paintings which comprise this work will also be exhibited before their
official installation at Atlanta later this year. The paintings, varying
in size from 2' x 2' to 18' x 18', each consist of two parts: A multiple
steel plate work painted with Testor enamel and the other part oil on

canvas.

The opening will be Sept. 19,1979 from 6 to 8 P.M. and continue through
October 13.

The Clocktower Hours are Wed.--Sat. from 1-6 P.M. For further information
please call 212-784-2084.
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JENNIFER BARTLETT WILL OPEN THE SEASON AT THE CLOCKTOWER SEPTEMBER
19 WITH A MAJOR SERIES OF PAINTINGS TITLED “SWIMMERS FOR ATLANTA.”

THESE WORKS WERE COMMISSIONED BY THE ART IN ARCHITECTURE PROGRAM OF
THE UNITED STATES GENERAL SERVICES ADMINISTRATION FOR THE LOBBY OF
THE RicHARD B. RusseLL FeDERAL BUuILDING IN ATLANTA.

THE CLOCKTOWER EXHIBITION WILL INCLUDE PHOTO DOCUMENTATION OF THE

ATLANTA SITE, WORK DRAWINGS AND PRESENTATION DRAWINGS, IN ADDITION

THE NINE PAINTINGS WHICH COMPRORE THIS WORK WILL ALSO BE EXHIBITED

BEFORE THEIR OFFICIAL INSTALLATION AT ATLANTA LATER THIS YEAR, THE

PAINTINGS VARYING IN SIZE FROM 2’ x 2' 10 18’ X 18’ coONSIST OF

TWO PARTS: A MULTIPLE STEEL PLATE WORK PAINTED WITH TESTOR ENAMEL
Sty

AND THE OTHER OIL ON CANVAS,

THE OPENING WILL BE SEPT. 19 FROM (; 0.9 F?#m AND

CONTINUE THROUGH OcToBER 13,

THE CLOCKTOWER HOURS ARE WED-SAT. FROM 1-6, FOR FURTHER
INFORMATION PLEASE CALL 212-784-2084,
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COURTESY PAULA COCPER GALLERY
155 WOOSTER, NEW YORK 10012
677-4390 — PLEASE RETURN PHOTO

JENNIFER BARTLETT

Study for Painting #8 /97f-7%
Seaweed/Swimmers Atlanta

Painting size 16' x 16'

Study: gouache, Testor enamels,

ink
217 x 2RAPer
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COURTESY PAULA COCP:R GALLERY
155 WOOSTER, NEW YORK 10012
677-4390 — PLEASE RETURN PHOTO

JENNIFER BARTLETT

Study for Painting #6 ,97¢,-77
Flare/Swimmers Atlanta

Painting size 12' x 12'

Study: gouache, Testor enamels,
ink on paper

21" ® 21"
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COURTESY PAULA Cocrzr GALLERY
155 WOOSTER, NEW YORK 10012
677-4390 — PLEASE RETURN PHOTO

JENNIFER BARTLETT

Study forPainting #6 /978~ 79
Flare/Swimmers Atlanta
Painting size 12' x 12°'
Study: gouache, Testor enamels,

ink on paper
i 1 [
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Cover: Jennifer Bartlett’s "Swimmers Atlanta: Bottie” :
beial Section on Photography Books/Venice Photo Extravaganza
Artists & Fabrics/Jennifer Bartlett/Mies’ Barcelona Pavilion
Pollock’s Jungian Critics, Part I/Elihu Vedder
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BY ROBERTA SMITH

ith “Swimmers Atlanta,”
2 nine-painting  series
commissioned by the GSA
for the lobby of a federal
court building in Georgia’s star city,
Jennifer Bartlett takes the plunge into
painting as she never has before. These
works, along with the architectural
plans and photographs of their ulti-
mate destination and two sets of stud-
ies, were shown this fall at New York’s
Clocktower before heading south. The
paintings—complicated, diverse, color-
ful and energetically painted—clearly
were conceived with the general public
in mind. They present a changing pro-
ression in terms of size, scale, color
nd subject and promise 1o give people
lenty to look at and think about. They
Iso look like an interesting solution to
problematical site. But more signifi-
ant, they represent a crucial point in
artlett’s development. Their real sub-
ect is the story of an artist expanding
er ability to paint.

In broad terms, Bartlett’s career has
n orthodox '70s shape to it. Like many
nembers of her generation—most of
hom are now hitting 40—she started
ut at the Conceptual/Minimalist end
the stylistic spectrum and has moved
ward an increasingly complex and
ferential visuality ever since. She has
ways been credited with something of
smart-aleck, bad-girl position. First
. Bartlett systemized her painting
ite literally from the ground up.
e use of materials and a method of
r own invention—thin, bright enam-
colors on 1-foot-square steel plates in
ular grids on the wall—gave her
rk a slick fill-in-the-squares look,
d a procedural framework which was
athema to many painters. And in the
inning, the line, counting and color

Bariletis Swimmers

Jennifer Bartlett’s new series of nine paintings, a government commission
bound for Atlanta, was recently exhibited in New York; its subjects include

the adventures of ocean-going ellipses, the colors of the spectrum, the
variousness of brushwork and an artist moving deeper and deeper into painting,

systems which she dotted onto these
plates could seem *“‘dumb” and arbi-
trary to artists with a more abstruse
conceptual bent.

With Rhapsody, her 987-plate ex-
travaganza of 1975-76 [see A.iA.,
Sept.-Oct. '76], things became un-
hinged in Bartlett’s work: abstraction
and representation and various styles
and painting techniques were inter-
mixed, and the individual plates’ bound-
aries were finally transgressed, But in
some ways this made her work seem
even more arbitrary, as it verged on the
encyclopedic; now, everything some-
how seemed of equal value. Some ob-
servers were offended by this apparent
lack of commitment to any one style,
and also by the tendency of her brush-
work, loosening up, but still rather pre-
determined, to look like “*bad™ paint-
ing. It’s part of the extreme self-con-
sciousness of Bartlett’s approach to
seem disinterested in style, to establish
a way of working over a surface and
follow it through, no matter what it
looks like, and to try for a different
look determined by a different set of
rules in each painting. And this is the
course she has followed since Rhap-
sody. Ultimately, such self-conscious-
ness perhaps leads only to style. And
Bartlett’s is rather highly developed:
it's something light but not too endear-
ing, like a rough-edged, over-clever
Dufy. And although the results of her
approach are usually blunt and unin-
gratiating, it also occasionally yields
paintings so lyrical, their beauty seems
gratuitous.

“Swimmers Atlanta™ does for Bart-
lett’s sense of touch and gesture what
Rhapsody did for her subject matter
and formal vocabulary: scrambles it,
makes it more expansive, generous and
accessible. It shows ber increasingly
able to balance lyrical with harsh,

e . & o T ey

good™ with *bad™ painting within sin-
gle works. And in this group of pic-
tures, as with some of her other recent
work, she finally allows the activity of
painting to assume an equal footing
with her elaborate narrative and intel-
lectual schemes.

he building in Atlanta offered
Bartlett a less than optimum
situation to work with: a long
granite wall, some 20 feet high
and 160 feet long, broken symmetri-
cally into five sections by entrances to
hallways, and with a reception desk lo-
cated in front of the central 35-foot
wall. The possibility of a long mural
covering and visually connecting any or
all of the segments was further dis-
couraged by the fact that this “lobby™
is only 22 feet deep, little more than a
hallway itself. Viewing distance is thus
severely limited from inside, although
the entire wall is visible through the
mullioned glass front of the building.
Bartlett’s solution was a series of in-
dividual paintings, thematically inter-
related, which progress in terms of size
and concentrate, one at a time, on the
colors of the spectrum. Her theme is
swimmers as they encounter different
occan-going phenomena (one per
painting)—icebergs, eels, whirlpools,
flares, rocks, seaweed, boats—in seas
which are predominantly white, black, .
orange, blue, etc. As if to cover the ¥
steps from private to public experience,
these works start out at two feet
square, intimate, easel-painting size,
and proceed incrementally to monu-
mental surfaces 14, 16 and finally 18
feet square, which tower impressively
overhead. They invite different viewing
distances and times—up close, further
off, long, short. When installed, larger
and smaller works will alternate, en-
couraging the viewer to move forward

NOVEMBER 1979 2
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and back in space.

The format of all the paintings ex-
cept one is a vertically bisected square.
Half of each work is enamel on steel
plates, the other half‘oil on canvas,
forming a physical dichotomy which
opposes fragmented with continuous,
hard with soft, shiny with matte. Con-
sistent with Bartlett’s sense of precision,
the areas of canvas and steel in each
work are exactly equal but the 1-inch

- spaces between the steel plates make

that side always slightly larger. The
only exception to the vertically-bisect-
ed square format is the fifth painting in
the series, which, occupying the central
wall, is a horizontal 5 by 20 feet. This
painting, as if to further emphasize its
centrality, shows a coming together of
all the colors, using the full spectrum.

Swimmers Atlanta” does for
Bartlett’s touch and gesture
what Rhapsody did for her
Jormal vocabulary: scrambles
it, makes it more expansive,
generous and accessible.

“Swimmers Atlanta” is consistent
with Bartlett’s continuing interest in
filtering the facts of life and art
through her own claborate system of
predetermined strategies. This is a
strange ambition, alternately simplistic
and encompassing, childlike and gran-
diose, restricting and liberating. Some-
times it seems that all Bartlett’s rules
and themes simply serve to gird her up,
enabling her to overcome some kind of
fear of painting. On the other hand,
she also seems interested in just how
much information she can get into a
painting—and her idea of “informa-
tion™ is not exactly modest. Somewhat
like the Impressionists, whom she
much admires, there resides behind the
largely sunny, convivial disposition of
Bartlett’s work an obsession, almos:
scientific, with the large, given con-
stants of the universe and the problems
of representing them. Very often her
most immediate subjects—the schema-
tized houses, trees, mountains and,
lately, figures, which as a £roup run

Swimmers Atlunts: Bost, 1979, oil on canvas
and enamel on sieel. 19 feet, 5 inches by
18 feet, 8 inches. All photos eeva-inkeri.

-

through many of the traditional sub-
Jects of art—function primarily to il-
luminate the effects of things much
bigger than themselves: the passage of
time, the elements, the seasons, day
and night, changes in weather and
light. Yet, Bartlett’s attention to the
real world is countered by her preoccu-
pation with abstraction. She’s not so
much interested in portraying things as
in reorganizing them, encoding them in
her own terms, creating a deviant, self-
consciously primitive, semi-abstract,
alternate system of description.

n “Swimmers Atlanta,” the big
constant is the ocean, and the small
one is the human figure—or Bart-

lett’s codification of it. Her “sign”

for the human presence is a simple, fea-
tureless ellipse, smooth and flesh-col-
ored (pink, yellow or brown). Both
ocean and swimmer have been present
in her work for some time—not surpris-
ingly, since Bartlett grew up literally at
the ocean’s edge, on a peninsula in
Long Beach, California, and is no
stranger 10 ocean swimming herself.
The ocean has been a recurring motif
since Rhapsody, where it dominates the
closing and most painterly section: an
extended sequence of blue plates, vary-
ing in tone and brushwork, which seem
to wash over the viewer like big parti-
cles of water, immersing him in a final
epiphany of the sea. The humanoid el-
lipse first appeared in Termino Avenue
(1977), where it hovered awkwardly
over dry land; it has been in the water
ever since, in paintings like Swinimers in
a Storm, Tidal Wave, and Swimmers
at Dawn, Noon and Dusk (seen in the
last Whitney biennial).

Bartlett subjects her ocean swimmer
theme to a series of variations, both for-
mal and literary. The result is a loose
narrative, a kind of visual list of what
can happen in the water. Notes on the
preliminary studies exhibited here show
that Bartlett, building on the physical
duality of her works, designates either
the steel or the canvas side of each
painting “happy” or *‘sad,” often speci-
fying calm/active or day/night con-
trasts as well; she also notes details
about differences in weather and water
conditions between each half (it's rain-
ing, it's sunny; the water's choppy, it's
glassy). With characteristic ecumeni-
cism, Bartlett seems impelled repeated-
ly to present two versions, good and
bad, more and less dramatic, of the
same incident.

Although such clear-cut oppositions
are not often obvious in the finished
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| paintings, these ‘“‘stage directions”
seem basic to the extraordinary range
of color and brushwork Bartlett devel-
ops here: the two halves of each paint-
ing are painted differently, and each is
tonally opposed 10 its partner. As the
series proceeds, the relative placidity or
agitation of surface, brightness or som-
berness of color, floating or cascading
of the ellipses, do start to carry stylistic
and even expressive weight. For exam-
ple, the several reds on the “sad,”
stormy side of Swimmers Atlanta:
Flare tend to be dark, interspersed
with somber yellow-greens and blacks;
those on the “happy” side run toward
pink, cut with strokes of cheerier blue,

urple and white. And here, the triple-
stacked dashes become thinner, sharper
and more buoyant, as well. 1t seems
that the tension between Bartlett’s
ideas about reality and what her hand
is doing is such that the more explicit
her subject, the more she has to encode,
and therefore the better she paints.
This point is brought home by the cen-
tral horizontal painting, Swimmers At-
lanta: Buoy, which uses all colors and,
according 10 Bartlett's notes, has no
conditions, and is one of the Jeast en-
gaging works in the series.

The tension between ideas and paint
is pinpointed further in Bartlett’s titles,
which encourage you 10 examine the
surfaces carefully, identifying this yel- Swimmers Atlanta: Flare,
low arc as a flare, that mass of blue
squiggles as seaweed, Occasionally
you'll find an incident rather literally
depicted, as with the green bottles vis- .- s . L
sm]: among the arangcgslrokes in Swim- Bartlett is interested in encoding realily on ber own terms:
mers Atlanta: Bottle, ot the toy-like ber “sign” for swimmer is a simple, featureless ellipse.
ocean liner on the high, tilting horizon
of the “happy” side of the big, green
Swimmers Atlanta: Boar, and sunk 1o

the bottom on its darker “'sad” side.
As the ocean changes in color and  Preliminary study, wGwimmers Atlanta™ shows sequence in which paintings will be installed and

—r — —

brushwork, becoming more and more _———-—‘—_____ :
immense Wwith each succeeding paint- & ST 7 e e
ing, it seems increasingly @ metaphor &7
for paint and painting itself—just as,
perhaps, the ellipses’ struggles might

refer 1o Bartletl's own. The series has
definite rough spots: the yellow paint-

ing, Swimmers Atlanta: Eel, secems
unarticulated and flat relative to what

comes later; the strokes on the smallish P
black whirlpool painting slip around 100 ]
much; and in only 2 few paintings does =
Bartlett seem as completely at home on -
canvas as she is on her steel plates, so

perfectly suited to the fast, didactic

way she likes 10 paint. But, in 10to, the

series presents an illuminating odyssey,

and as Bartlett progresses from paint-

ing 10 painting she gains confidence and - = =

4
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1979, 12 feet, 11 inches by 12 feer, 5 inches.
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Swimmers Atlanta: Whirlpool (black ), 1979, eil on canvas
und enamel on steel, 4 feet, Jinches by 4 feet, 1inch.

Swimmers Atlanta: lceberg (white), 1979, oil on canvas
and enamel on steel, 2 feet, 1 inch by 2 feet.

spontaneity.

It’s thus ironic that the method by
which she has arrived at this new free
look is not conventionally spontaneous
at all; it’s actually very controlled. The
apparent freedom of Bartlett’s paint-
handling results from actually copy-
ing—transferring freechand to much
larger surfaces—the tiny, brushy but
highly detailed watercolor studies for

each painting. It’s perhaps in character
that this almost compulsive procedure
should lead her to a new freedom, and
the best of these paintings to their own
cool, stylish kind of passion. We see her
go sweet and sour in alternation, garish
and luscious within individual paint-
ings, bringing together the previously
separate éxtremes of her art.

Another result of this peculiar trans-

tes concerning the color, mood and narrative details of each work.

fer process is an exciting expansion in
the scale of the brushwork. From the
soft gentle pointillism of the smallest
work, Swimmers Atlanta: Iceberg,
(white), the brushstrokes gradually get
bigger and bigger. This expansion
brings the viewer in closer and closer to
the paint surface itself. Add to this the
sometimes complicated 'spatial effects
gained through varying the pdsition of
the horizon line in each half of each
painting, and you're soon experiencing
the paintings as though from the swim-
mer's point of view—engulfed.

What is most riveting about this se-
ries is the viewer's process of becoming
submerged in increasingly interesting,
large-scale painting, and through it,
getting deeper and deeper into the col-
or, space and vibrancy of the work. By
the end of the series, in the three big-
gest paintings—the violet Swimmers
Atlanta: Rock, the blue Swimmers At-
lanta: Seaweed and the green Swim-
mers Atlanta: Boat—Bartlell is operat-
ing free and clear. The strategies, rules
and stories she started out with enable
her to do just that, start out; then they
are transcended. The brushstrokes take
over, spanning the canvas and the
plates in huge, sweeping, exulting ges-
tures.

NOVEMBER 1879 97
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REVIEWS

New York

ULRICH RUCKRIEM,
Westwater Fischer Gallery; JETNI-
FER BARTLETT, The Clocktower; KIT
FITZGERALD and JON SANBORN,

Sperone

‘Whitney Museum:

JENNIFER BARTLETT is known for
her painted sequences that are made
up of hundreds of square plales. The
squares compose a few larger squares,
or frames, which in turn compose the
sequence as a whole. Each frame is
seen simultaneously as distinct and as
connected to the whole; distinct inas-
much as one image is rendered there in
one style or technigue and connected
inasmuch as the plates are regular and
the one image is repeated. This, at
least, is the lormat of a 1876 work called
Rhapsody

If the title is any clue, Bartlett thinks of
her composition in terms of music, and it
is true that each frame 15 somewhat like
a musical phrase, or even movement
However, such metaphors or ana-
logues tend to confuse more than clari-
fy. Suffice it to say lhat the work is at
once a composition and a decomposi-
tion, a body and an anatomy, a figure

The images in her work are represen-
tational, however reductive they may
be. This seems to make Bartlett anx-
ious; thus the grid of plates, the musical
compaosition, the manifold styles, the
so-given-as-1o-be-abstract images.
That is, the imagery as such is deemed
suspect; and so it is abstracted, or
subjected to more or less transparent
operations that will guality the work as
modernist. The grid is the best means;
it's shorthand for objective, analytical,
abstract

Bartlett, it seems, is torn between the
contermporary rage for expression and
the older rage for order. This must be a
very hard condition in which to work: to
feel compelled, under the pressure of
modernism, to denature the private and
representational nature of her painting
It may also be the very condition for
good work: and yet, as it is, she seems
neither true to modernism nor her own
(apparent) propensity

Painters today seem less sure than
ever about the historicist model of an
history, Many see the breakdown as a
license; 20th-century ar becomes a
warehouse of styles that will dress up
any private production, Some exhibit
the styles as new potennal, others as
clichés. Some are naively exuberant
others seem monbund

Recently Bartiett was commissioned
1o do a senes of pantings for a federal
bullding in Atlanta. The nine works are
made up of equal areas of stretched
canvas and square plates and ra
from 2 by 2 feel to 18 by 18 leet
Swimmers for Allanta s the rubric
fhough each work essays the theme in a

diflerent way As her studies show, thus

Jannder Barlett. Stugy tor Paniing #6. Flase Swemmers Altanta, 19T8-T9, gouache. Testor enamals, ink on paper, 21 x 21

is determined by an operation of set
terms: each work is keyed 1o a season
and an astrological sign aswellastoa
condition of light (color) and a state of
water (snow, ice, fog, etc.). The swim-
mer motif and the ratio ol canvas to
plate remain constant, as does her
code for the canvas as “happy caim”
and the plates as "sad active.”

This is how the work is generated;
which is fine: it provides a given, gels
her painting. But she seems to invest
more in the system than she gets out
Her terms, codes, or whatever are fairly
banal (perhaps if | hadn't seen them
spelled out in the studies, | wouldn'l
think so). It's hard not to decode, and 50
dissolve, the work, or relurn it to the
status of terms in a notebook

The swimmer here seems less a re-
pository of art value (the tradition of the
bather as retormed in early modern art)
than a motif of depletion. even a campy
or pop-ish image of banalty And the
ope 1o which 1t Is subjected do

not really clanty or compiicate it. It is
true that w 1s presented by the can
vas s re-presented by the plates. but

thus 1s done in a way thal neither the

nature of the subject nor the nature of
the two media warrants fully.

Swimmers for Atlanta, like The Swim-
mer of Robert Moskowitz, has it both
ways it reads simultaneously as paint-
ed field and as water (or ice, elc.), there
is a duplicity here as to what is repre-
sentational and what is abstract that
allies the work to new image painhng
Many painters today dismiss the repre-
sentational/abstract dichotomy as a
false dichotomy (which is true in one
sense) or as a clich¢ and yet paint and
talk of nothing else. They tend 10 work in
ambiguous relation to both kinds of art
and to mistake an ironic suspension for
a renaissance ol potentals
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JENNIFER BARTLETT

Study for Painting #8 /77£-79
-Seaweed/Swimmer Atlanta
Painting size 16' x 1g°'

Study: gouache, Testor Enamels
ink on paper :
21" x F3n
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JENNIFER BARTLETT

Study for Painting #6 197¢-79
Flare/Swimmers Atlanta

Painting size 12' x 12'

Study: gouache, Testor enamels,
ink on paper
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JENNIFER
BARTLETT

SWIMMERS ATLANTA

Commissioned by the Art in Architecture program
of the United States General Services Administration
for the lobby of the new Richard B. Russell Federal Building
and U.S. Courthouse, Atlanta, Georgia.

September 19 - October 13, 1979
Opening Reception, September 19, 6 to 8 pm

The Institute for Art and Urban Resources
The Clocktower
13th Floor, 108 Leonard Street, New York, N.Y. 10013
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Klein's vibrating colors and follow a similar
transition of color and use of space as the
still-lifes and are even looser in brushwork.
The most personal work in the show is the
physically anonymous being, The Widow.
The work is a painful, internal portrait
courageously presented to the viewer and a
collective portrait for the poems on the
wall. Another painting, The Climber, also
differs from the rest of the work. A naked
woman, back to viewer, climbs over the
debris of male bodies, straining for some
unseen vision.

Klein has absorbed the lessons of
Matisse, Picasso, and John Graham to
create visual expressions of events lived
through, savored, and unkmown. The
show signals artistic and spiritual growth
and a chance for men and women to share
in Klein's observations of the past year.

—Lorraine Gilligan

Susan Schwalb

(Robeson Campus Center. Rutgers Univ.,
October 3-31) In Susan Schwalb's recent
drawings, the natural form of an orchid is
transformed into a personal vision. By
isolating and enlarging the flower to fill
the entire space, she evokes lived experi-
ences or sensual fantasies. Schwalb has as-
sociated her choice of image with child-
hood memories of giving an orchid to her
mother on Mother's Day. She also recalls
'some of the formal dances of her adoles-
cence and the orchids presented to her by
escorts. The orchid becomes for her a
treasured gift intended for a, special
person, hence the sensuousness of the
image is appropriate. Voluptuous curving
petals unfold to reveal the inner flower.
The artist parallels the evolution of the
orchid series with her own “unfolding,”
both personally and artistically.

Schwalb uses gold and silverpoint to

Susan Schwalb, Orchid 3.1, 1977. Silverpoint,
40x30". Photo: Jean Kender.

Womanarl/ Winter "77-'78
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create these drawings. The technique was
very popular in the Renaissance and
earlier, but is rarely used today. Silver-
point requires slow and meticulous effort,
but results in rich coloration and textural
effects. Schwalb feels that her return to a
traditional process was compatible with
her search for her own identity as a woman
artist. She has gained confidence in her
work as her technical ability has develop-
ed. After experiencing the limitations of
commercially-prepared cameo paper in an
initial series of smaller drawings, she
began to devise new surfaces in order to
change the scale, texture, and tonality of
her work. Recent drawings have been
produced on paper coated with Chinese
watercolor and she is now experimenting
with gesso surfaces. The artist varies the
pressure of the stroke and utilizes an
assortment of metals (copper, wire, gold)
to achieve the sensual quality of her work.

Because of the scale of the drawings,
generally 30 in. x 40 in., the spectator is
engulfed by the curving petals of the
orchid and encouraged to “enter” the
flower. The image slowly emerges from the
depths of the paper and gradually unfolds.
But the dominant frontality of the image
also asserts the pictorial surface.

The new orchid series affirms Susan
Schwalb's technical virtuosity and indi-
cates her willingness to accept the power-
fully evocative nature of the large-scale
images.

(Also to be exhibited at Mabel Smith
Douglass Library, Douglass College, Rut-
gers Univ., Nov. 28-Dec. 22)

—Joan M. Marter

Jennifer Bartlett
(Paula Cooper Gallery, Oct. §—Nov. 9)

Jennifer Bartlett's new work at Paula
Cooper echoes the concerns of her older

work: large paintings or constructs consist-
ing of numerous nine-inch baked enamel
on steel squares placed on the wall in grid
fashion with tiny nails and assembled into
huge rectangular or square formats. Each
plate is silkscreened to replicate graph
paper and then painted with enamel paint.
The whole, a’ puzzle-like play on the
grid...each piece separate and necessary to
complete the picture.

The symbol she uses in this show is a
simple house. In the past she has used a
concert of themes or symbols such as the
tree, ocean, mountain and house. Each
work in this show is named for a different
house.

Bartlett is a conceptual painter in that
she plots every brush she uses according to
number and style, brush stroke, style of
application and color. This,is explicit in
the drawing for the announcement which
depicts 27 Howard Street, Day and Night,
a painting that is also in the exhibition.
This, a vertical piece, is divided down the
center. The left side, Day House, is
marked off with arcs corresponding to the
left side; Night House, is marked off with
angles. The interlocking spaces within
each side are carefully worked out with
specific colors and brush stroke, style and
number.

Graceland Mansion consists of two
20-ft. long pictures on rear adjacent walls.
Here, the house and its shadow are
depicted and divided by the grid created
by the evenly placed squares in five succes-
sive sections. Each section changes in color
as affected by the movement of the sun
(light to dark, or dawn to dusk). It is
reminiscent of Monet's serial concerns and
particularly with Haystacks. Yet where she
is using the light of the sun to change her
images in some way, there is also a slight
shift in her own angle of vision, making a
reference to the artist as a celestial body
slowly moving and changing vision by her
placement. Jawlensky does this too in his
painting, Meditation Heads (1935), a head

Jennifer Bartlert, 392 Broadway (detail), 1977. Baked enamel, silkscreen grid and enamel on

steel. 6'x21'7". Photo: Geoffrey Clements,
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series which plays subtly with the vertical
axis of the canvas. In the brown painting
of Graceland Mansion, Bartlett uses the
same brush stroke throughout all five
panels. The blue adjacent piece varies the
color tone and stroke according to the light
change. She uses dots, long strokes, dabs,
plaid, and larger dots.

There are nine paintings in the exhibi-
tion and all are beautiful and interesting.
Her knowledge of painting and art history
is unmistakable and she is clearly a master
technician, using both her intellect and
hands deftly, yet I find the work cold. This
is exemplified by her use of the grid and
the tiles which by their obdurate nature
seem to prevent anything that hasn't been
carefully planned from happening.

—Carolee Thea

Marja Vallila

(Zabriskie Gallery, Sept. [3—Oct. &)
When Marja Vallila came to New York
two years ago she was engaged in making
large concrete structures and smaller
works out of clay. Fragments of architec-
tural motifs appeared in these latter
pieces, and this, combined with Vallila’s
interest in Japanese architecture, is the
basis for her current work.

Two small pieces made of metallic grout
hint at her interest in space, setting and
scale but are too reminiscent of scale
model museum displays to be effective.
Her large welded steel sculptures of houses
and courtyards create architectural set-
tings of beauty and simplicity. Vallila's
straightforward approach to sculpture uti-
lizes right and straight angles, yet peering
into one of her courtyards a doorway is
discovered, one courtyard is sunk into
another. The structures take on an air of
mystery. Why only one opening? What
would it be like to wander around a pas-

Marja Vallila, Double Sink House, /977, Welded steel, 37x65x36" Photo:

John A. Ferran.
b

a happy decade. Beginnin

sage or house with only one opening? The
secretiveness is unyielding and ominous.

Cliff House Il is a slender vertical piece
effective in isolating a small dwelling in the
upper third of the structure. Vallila does
not want to reproduce architecture, she
wants to evoke a response to spaces that we
have experienced or can imagine. The
artist feels that one of the viewer's
strongest visual memories is her response
to dwellings previously inhabited. The
viewer has the experience of being reduced
to one of the elements of an integrated
situation that architecture imposes.

Vallila draws not only upon the viewer's
memory of experiences with architectural
spaces but sharpens our recall in viewing a
work of art. She has created sculptures
that are impossible to take in at a glance.
On closer inspection a passage appears
then disappears, a wall hides a dwelling
and courtyard, light shifts, There are no
tricks involved, just a prod from Vallila to
look and relate one part of a structure to
another, one structure to the other. There
is continuity in her work and ideas; refine-
ment is evident in the latest work, eager
anticipation awaits the new.

—Lorraine Gilligan

Helen Meyrowitz /
Sandra Gross

(Central Hall Gallery, Sept. 28-Oct. 16)
Individual and powerful, the works of
Helen Meyrowitz and Sandra Gross shared
the space of Central Hall Gallery. Meyro-
witz's series of conte drawings, “From
Closets and Drawers,” consisted of care-
fully rendered “portraits” of a bra, shirt,
and a bikini bathing suit. She chooses
feminine, personal articles and then ex-
plores their formal qualities. Although
there are no humans present, the clothing
becomes an extension of human presence.

Nelson.
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Sandra Gross. Tao #3, 1977. Mixed media,

One senses a lingering warmth from recent
body contact. Meyrowitz said that she
became fascinated with the figure-eight
thythm of an underwire bra that she had
tacked on the wall for close observation.
Many of her works explore this object
showing the wire bottom creating a hard
outline, while the loose nylon top is folded,
compressed, or left dangling. Meyrowitz
builds volume in her forms through
meticulous chiaroscuro modeling. With
sensuously rich gray tonalities, she creates
almost tangible objects whose volume is
intensified because of the flat space that
makes up the rest of the composition. She
manipulates this shallow space through ef-
fective use of multiple imagery, shadow,
and the suggestion of a horizon line. Her
precise drafting technique is balanced by a
free gestural line which distinguishes the
images from photography. In viewing
these works, one is comfortable with the
familiarity of the subjects, a bit uneasy
because of their intimacy, and challenged
by their unreal isolation which turns empty
bikinis and bras into studies of rhythm,
shape and form.

Complexity and unity coexist in the Tao
Series by Sandra Gross. As the name
implies, she has been influenced by
Oriental philosophy and calligraphy. Her
works are abstract collage paintings creat-
ed by building layers of stain painting, rice
paper, and mixed media. The result is an
intricate three-dimensional surface which
is simultaneously thick, tactile, shiny,
transparent and encrusted. Unity is a-
chieved through an overall coloring and
texture; the effect is remarkably restful.
The subtlety with which each layer both
exposes and veils the previous one is
analogous to the layering of history in
civilization; the last layer is a natural out-
come of all the previous influences. The
canvases hang freely, without stretchers,
as Oriental scrolls or tattered quilts. Gross
mainly uses muted pinks and rosy beiges
on which random, indecipherable, calli-

78x78". Photo: Onto E.
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“Clyfford Still was not as immune from the culture
of his times as he liked to aver. " (Hilton Kramer)

im MacConnel’s “Baton Rouge,” in Edward Lucie-Smith's ©
£im Mac(;onne s “Baton Rouge,” in Edward Lucie- :r%h s oith

! GALLERY VIEW

JOHN RUSSELL

70’s Art in Public 'El,a |
From Anchorage to At

BA
¥ no stretch of hyperbole could the 1970’s be called  come. As Miss Kardon mdhq;
a happy decade. Beginning with the shootings at represent 66 artists by one d:
Kent State and ending with the seizure of American that they go
mps in Teheran, the 70's were a disagreeable #& tion takes'a ¢leai M
visive decade inalmost e:eg’:epnrﬁnﬂlt of | pmmm L, AL

lifa in.al wime the wnel Aid nnt avan thalr ra
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