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The Museum of Modern Art Archives, NY

The Trustees and Director of the Tate Gallery
invite you to the Private View of the exhibition

ROBERT RYMAN

With assistance from the
Horace W Goldsmith Foundation
and the Patrons of New Art

Tuesday 16 February 1993
2 - 8.50pm
Admit two

Please bring this card with you

Cash Bar
6.30 — 8.15pm

The Coffee Shop will remain open for
light refreshments until 8.15pm

Exhibition open
17 February - 25 April 1993
(closed Good Friday)

Robert Ryman (b1930) *Versions X1II' oil on fibreglass with wax paper 1991 Robert Ryman
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TATE

GALLERY

Millbank, London SWIP 4RG
Telephone 071-821 1313
Fax 071-931 7512

23 February 1993 Telex 944010 TATE G

Jessica Swartz

Assistant Director of Public Information
MOMA

11 West 53rd Street

New York 10019

New York

USA

Dear Jessica Swartz

Please find enclosed all the major reviews to date of the Robert
Ryman exhibition which opened at the Tate last week.

I would be grateful if you could distribute copies to the staff
at MOMA at the request of Lynn Zelevansky.

The exhibition looks absolutely beautiful, I have enclosed the
broadsheet we produced and black and white photographs we issued
to press for your information.

I will continue to send reviews as they appear.

Yours sincerely

/

Monica Thurnauer
Assistant Press Officer
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Robert Rymaa, ooe of America's leading sbstract paisters, known for bls ‘white’ paistings, sees t the Tate with (lamico §, 1968 (Staadlichemuseen Kassel Neue Galerie, on loan from & privaie collecnon)

Much ado about nothing

“It's noe b
Rubert Ryman. the An:mn ab-
stract anst. standing before one of his
canvases — as (lawiessiv umooth and
white 2s the Tate Gallery's wall be-
hand it “It's got a jot in i be added.
“This has to do with the light. It looks
very different i differen light.”
Ryman had flown into London
from New York last week for a retro-
spectne cxhibition of some 75 works.
Opmmg at the Tate tomormow, and
organsed in asocation wilh the Mu-
seum ol Modern Ast in New York the
show will pay homage 10 one of the

u saints or philistines. The pant-
ings themseives are a bit ke that — at
once imward and meditatve, and all
100 otrvious.”™ And for John McEwen.
reviewang the 19708 Whitechapel show
in the Spectasor, “Ryman's art o aboul
sensanon, the phywical sensation of
paintang and visual sensations thus re-
vealed ... Ryman i ai his best when
he is ieast constructional and most
painterty.”

Almost every painting in the retro-
spective & while, or a shade of it
Some are so minimalist that there s
barely a sign of thew having been

the street the dillerence berween a3
canvas painted wath white household
enamel and the wall decorated in
houschold paint by gallery saff?
“What I'm doing & different.” he said.
“I'm not doing what a wall-painter
does. They wouldn't paint a wall like
this. It wouldn't have this depth or
size.” He gi It may look easv,
!mlny painting looks easy, as i
was imvoived ... I you
lnnhlanmnlmnmmm
picked up 8 brush and did a few
nmku.allb_rmpt That's the
mark of a good paintng.
Simon Wilson, m: Tate

to him a1 the Museum of Modern An
in New York — where he worked as a
guard for seven vears. He spent most
of the day taking in Cézannes and Ma-
tisses, a5 well 11 Amencan absiract
inters such as Rothko. Stella and
lock. Then, one day, he decided 10
buy and have a go hi
= “just seeing now the p-m-wnﬂ.
mmm brushes worked”,

“The disadvantage of not going to
art school”, He said. “was that it took
langer 10 work things out. I've had to
learn mysell about the pant. through
books and asking other ansis But

leading figures in ab-
sract an — an anst who © saxd
to have brudged Lhe gap between
Minimalism and Abstract Expres-
swonam through hs prmanly
“while paintings .

For Nicholas Serota. director
o[ the Tate Gallery, Ryman i3
“one of the most imporant ab-

‘The great majority of
Robert Ryman's pictures
refer to nothing beyond

themselves: they are szmpiy
surfaces covered with paint’

Gallery's Head of Interpreta-
tion, agreed that "it's wrong
tosayit'sa blank canvaa. [t'sa
monochrome. There's 2 great
deal of incydent i it . . . Well,
maybe it's WTORE 10 13V 3 greal
deal of incwdent. But it's not
blank. It's got 3 canvas on

‘People expect pictures to
have some meaning. There

isn't that problem with
mausic. They don't think:
Where i3 the meaning?'

which there s paint... li's a

sract punters of his g
By lmiting himsell to an area of the
paleiie. as it were, but working on all
kinds of materals and surfaces, he has

touched by human hand: others are
heavy with (empestiuous swarling pat-
terns in thick mpasio. Some have
of one or several coloun

the ol nng.
In particular, he has drawn atenton
0 the imponance of light in paint-
ing.

For Massimu Carbont. writing n
Contemporary Anuw, “the grest ma-
jonty of Robert Rvman's pictures are
rectangular in shape and painied in
white. They refer 10 nothing beyond
ihemseives: thev are simply surfaces
covered with paint. This what comes
cleariv 1o the fore i the language, or
raiher (he vanous languages. of ihe
maienal rebeased (rom amy cbiigation
10 demct actual cxnting phenomens.
For Maithew Collings, in City Limus,
the problem with Hymans ail-whiie
painling o thal “the peopke who tend
0 go on sbout them divide 100 much

THE

LRasEFEp) DENT

~ blues and greem in one, deep reds
in another — subtty peeking (hrough
curving, often biomorphsc forms n
beavy white paint. [n & number of
works. (he bare canvas shows through
= cither st the cdges. almost a1 &
trame. or peeking through the punicd
arcas. plaving wiih finished and unfin-
mhed wurfaces. Many of these works
are seductvely sensuous, calming oo
the eve and. indeed. beautiul

But hm most minumal canvases are
ot “easy ' worka (o the uminiisied
For the benefit of those who draw &
blank at shat are — oa the wurlace ~
blank camvases, a direct if philaiine
questson seemed (he besi approach
borw sl he explain (0 the man on

1Y/

FIII“IN‘ a1 much as a R:mﬂnnd(
. Anyone can paint & R:mhﬂnﬂ
m Rembrandt’s dooe i." Really?
“Yes. well. I'm exaggerating slightiy
to make a3 point Ryman 1 plaving
games with what a picture u .. He'y
thinking aboul paunl. questioning the
nature of pani. [1's 3 painting about
painting, questioning Lhe nature of re-
ality. A great deal of modemn an o
about that.” They are, he explained. &
| extension of the other works,
yman. borm in 1930 in Nashwiile.
Tennessee. has lived and worked (n
&k since the 19508, He dida't
e (0 becom.
ilending an
whool. Afier National Service, in the
US Army Reserve Band, he went 1o
e caputal 1o sludy wath & jazr pasnel.
He 1ok odd jobe 1o suppornt himasell
| neperation 10 bocome a8 &l came

then you really know 1.

He picked up one of several small
prctures. waiting 1o be hung. “This &
the first panting | ever sold™ he said.
“1 sold it for $70. it savs on the back.™
e pggied. “That was a lot for me.”
He refused 1o discusa the prces his
work {eiches these days. "It dilutes
iL” In fact, his sucton record is
$23m. pasd in (989 for 8 1978 painting
called Summui.

Changing (he subject, he walked
over 10 Crange Pacng, from (he
1930x, which he considers his fint pro-
feasonal work. It W uouswally, not
white but orange. He giggied. Asked
why, he sud, “Well, it's 30.. . ef. ar
ange.” As with several of his worka, he
could not recall the technigue used. '
don't remember the process. There
are probably all kinds of things going
on there, [t didn't start otf orange, I'm

wﬁ' m the wrong way, thinking:
What o it? What does it represent? A
symbol? People expect pictures 1o
have some meaming. There snt that
rohlem with imstrumental  music,
don't think: Where @& the mean-
ing..? Thia should be easicr than
works with symbols . .. where vou
have 1o study if and Iiplrr il out. With
this, 11's more immediate.”

view, A guard had been watching us,
looking ai the puntings. Would he be
nspired by Ryman's show 1o take up
paning too] What did he think of the
work? He smiled inscrutably.

O Rotert Ryman: Tare Gualler, Mill:
bone London SWT (071820 1303) 17
Feb-23 Aper £, concs (L350
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Ryman’s
paler
shades
of
white
There's more to white
than meets the eye,
says Richard Dorment
after visiting the new

Robert Ryman show at
the Tate Gallery

HE great 18th-century French
still-life and animal inter
Jean Baptiste Oudry devoted
his entire career to painting white
objects against white backgrounds,
“"Pewmntures d'objets de diffeérents
blancs sur fonds blancs™. This tradi-
tion of painting in a limited tonal
range survived in French art well
into the 19th century — in Fantin-
Latour’s all but monochrome flower
ieces. for example. or in his friend
histler's Symphomnes in White
Manet himself, responding to the
synaesthetic ideas then current in
avant-garde circles, once pointed to a
white wall collapsing under the
wrecker's ball into clouds of white
dust " There you are,” he exclaimed
to his companion, ““the Symphony in
White Major!™
The heir to this luxurious legacy is
Robert Ryman, the American painter
who restricts the tonal range in all
but his earliest paintings to shades of
white pigment. In a typical painting
by Ryman there is no story, no myth,
no space. no illusion and little or no
colour: just white paint or pastel on
different grounds and different
supports

But this does not mean that his
paintings are empty either of content
or visual interest. His ultra-refined
art could be said to be about his own
sensuous involvement with his medi-
um. In over B0 works in the Tate
Gallery's major winter exhibition, it
is as though Ryman exposes the bare
bones, the plumbing, of visual art

Ryman emerged in the 1950s in the
wake of the heroic phase of Abstract
Expressionism. Just mentioning the
titles of the great masterpieces of the
period — Jackson Pollock’s Autumn
Rkwythm, Robert Motherwell's Elegy
to the Spantsh Republic, or Barnent
Newman's Stations of the Cross —
conveys something of the highly
romantic nature of this art.

Younger American artists adopted
different strategies to deflate the
pretensions of an older generation.
Some, like Andy Warhol and Roy
Lichtenstein, simply returned to
figure painting. Others, like Jasper
Johns in his fAags and numbers and
maps. reintroduced recognmisable
,subject-matter, only to minimise
i

Ryman, a former jazz musician,

+ went further. He asked himself what
a painting — any painting — is made
of. and came up with three indispens-
able ingredients: pigment, support
and brush stroke Even more radical
than Johns, his subject is the paint-
er's tools, the contents of the artist’s

THE DAILY TELEGRAPH
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Tate Gallery visitor ‘instinctively mM'wa‘s'M Vel I1I" from 1971

supply shop, the stuff Winsor & New-
ton sells in tubes

By deliberately suppressing col-
our, Ryman emphasises other, less
conspicuous, properties of paint: the
fat oily swirl of impastoed pigment,
or the dry striations a hard brush
makes asg it sheds its juicy load
on its journey across the canvas
surface

the colour of the underpainting over
which he lays his whites. Even the
shape of the canvas has been chosen
with care. By consistently working in
a square format, Ryman avoids our
unconscious associations of the rect-
angle with landscape, or the tondo
with religious imagery.

Everything the spectator sees in a
Ryman is part of the work of art. The

Working within such seif-imp
restrictions, it follows that even the
most minute variations in one of his
paintings register with force. The
viewer quickly becomes attuned to
the physical gqualities of different
pigments: whether oil or gouache or
enamel paint is translucent or reflec-
tive, whether a certain material ab-
sorbs paint like a stain or repels it

Things we would hardly notice in a
painting by another artist become
the entire subject of a picture by Ry-
man — the vertical marks left where
the painter lifts his brush in order to
dip it in the pot of paint before start-
ing the next stroke, for example, or

bolts or ki P it to
the wall, what looks like an acciden-
tal spatter of paint, the thickness or
fatness of the canvas, whether it is
bung stretched or unstretched on the
wail: all are of the utmost
importance.

he presentation of the work must
be carefully controlled. At the Tate,
there are no traditional wall labels to
distract the eye from the pure
arrangements of shape and light on
each wall. The hang is very sparc.
You would unwittingly wreck these
pictures if you tried to look at them
too quickly. Each demands total con-
centration

As a result, the galleries seem
I::cenn_onlilr quiet: visitors are
instinctively subdued, just as they
are in front of the paintings of Mark
Rothko. And yet the mention of
Rothko's name serves to locate the

articular nature of Ryman's ius.

nlike the meupnrsim Rothko, Ry-
man is ially a realist, insisti
that his art is about what you see in
front of your eyes. Though the cata-
logue essay likens his work to that of
Cezanne, the artist of whom he
reminded me is the still-life painter
Giorgio, Morandi, whose obsessive
studies of arrangements of bottles
became a vehicle for the exploration
of light and atmosphere.

‘The show at the Tate is beautiful in
the same way a Morandi show is
beautiful: essentially quiet, its magic
lies in its modest, throwaway
almost-not-there-at-all quality, a
quality it reveals to those who have
the time and patience to look.

‘Robert Rymen’ continues at the Tate Gal
lery wntil April 25
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Some dismiss bis work as a gimmick.
But Robert Ryman's square, all-white

pictures tell inventive, colourful stories

Artist

drawing
a blank

Waldemar Januszczak

HORT of buving the other
Cari Andres

— often al whites. often square and
all-wrute. #Fhile Andre 3 name i3 now
burned Loto ouUr Consciousness as the
maker of the Tate Bricks. Ryman has
an as vet modest public infamy as the
proaucer of “tlank picrures Canl:ru

remun
perors New Clothes . ..~
to that eifect. Between 1979 and 19821
fllect 3 cesk drawer with these ENC
letters and cave up when my coillec
don reacned 50 In the pam few
months ey frave s@arted again.
Wha 18 peculiar about this mass of

TEITRLEE
ik
EEEE

1* F‘l"’hl Tate. incidentally, could do

with a few museum guardgs (e him.

The existing crop of grumbling pars-
militaries rarely has a good word to
say about the art in i charge. These
individuais do the Tate & disservice.

white (delicate how

colours. The paintings. from the late
19508, are essenually exmmies of

muzﬂmutmu;r;.lmmn-
handied rather than pure and cool

ardst'’s ambition is, Ryman plays a
variety of cheeky pictire-games with
his migned his

Plcasso used white ithick smears),
but my guess is that his all-white oeu-
wTe owes ity buggest debt to Cézmanne
because it was Cézanne whe pio-
neered the image of an artstic carver
a8 the unwavering pursuit of a de
fined set of goals. painted
Mont Sainte-Victoire over and over
agun Ryman paints white. No 1wo
Cézannes are the same, and nesther
are any two Rymans

The exhibition bemns with s series
of tussles between Uuck white sur.
faces and the muitl-coloured
pauiwork beneath them: the under-
neaths peep througn lke patches of
bare ground in the snow This is
while beng used &3 & powercoiour,
capatle of cbiiteranng all the other

canvases on the back 50 as not to
interfere with the delicate punst bal-
ances bhe was attempang. Rr{l:“:uw:
{ers the Van Gogh approach (w o
you expect from a MOMA's boy?)
fgung himself In Vincent-size iet-
ter3 At curious angles. mAKINE & big
Siens and datea & picture wice. The
s and dates & 3
I!;ﬂnu argument for this 13 that the
wrtist s using his signature as m.
other element (n the picTure:
process. But | sense the heady bra-
vado of an army-reservist furned
painter hey MOMA. look at me!
Punity does become 8 Ryman goal
hite - and In m:mﬂ
thlmolmnn:, end in 1seil. The

f%;zz

i

ruthless. mun.
imalism cannot get that tough: his
eartier abstract has
been bleached and ¢ but is not
yet discarded altogether. In the Veuls
sequence i1l goes all Ump and poedc
us.

on
From then an the show becomes
notably inventive. | parteulariy ad-

Lascaux acTyuc on Lumaste g 0
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White magic . . . Robert Ryman's
Unutled (1961). His bl ggest debt i
eered thi

image of an aruy
pursuit of & defined set of goals.

search of mechanical finishes that
are quetly beaunful (n the way that
the puntwork on a classic refrigers-
tor can be quietly beaunful. If you do
not Like the whiteness of a white Cad-
\llac then you will not Like Transport
from 1585,

There 13 no doubt that this career
Jong purswi of a sngle colour cowd
have become & mere painterly gim-
mick. Ryman avouds that trap by |

roving that there really are 8 oul

on whites, each with 113 own ale 1o
tell and by treaung the pursuit of
white a3 a useful discipline rather
than an arnstic obseasion. white pro-
vides fum with siarung pounts rather

This, therefore i3 2

Aooen Ayman m sl he Tals Gallery
il April 2
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Any colour as long as it’s white

HY is there such continu-
ng suspicion of abstract
art? After all, our Celtic
artisans made a considerable con-
tnbution 10 1ts genesis: and our
lirst watercolounsts, currently so
well served by the exhibition at the
Roval Academy, can make serious
claim to be the founders of modern
traction as the expression of
anal liberation — from “ink
lot * Cozens and his arbitrary
landscapes to the passionate identi-
fication with the forces of nature of
Turoer and Constable
Turner smmediately recognised
to di

ARTSIV .

T

John McEwen on Robert
Ryman and Sol LeWitt

surface matenal, the gesture
employed. He has found white the
most revealing colour and the most
receptive to light: but there are
plenty of other colours in his work,
even if usually used marginally or
secondanly. .

difi'“ calls this painting "vylhﬂ" to

the prosl posed art
by photograpty. and his doubts
have been fully justufied. Faced
with the enslaught of mechamcal
reproduction.  moving pictures.

Ie aod gow
“virtual reality”, who can wonder

at the art of depiction has
withered?

1t 15 challenged oa the one hand
by unsurpassed standards of excel-
lence. and consigned. on the other.
to a minor role in matters of record.,
What more aatural thao that many
armnsts. confronted with a world
controlled by our understanding of
largely wmwisible forces. shouid
resort to a parailel line of more
“specialist enquiry. albeit intellec-
tually parochtal beside the monu-

1t from the

of depiction on the one hand and its
abstraction on the other. Realism.
for him. means not an equivaient of
the observable world, but the true
gt of the practical application of
pamnt itseif. Ryman is the apothea-
sis of the painter-decorator, a fact
not 1o be scoffed at. The French
have rightly always acknowledged
the connection — there is the
peintre and the supenor arfisie
peintre. Paintng, in the end. i3
about painting, however lofty its
functional purpose: and it is only a
romantic development that has div-

orced the amst (rom the artisan.
All art invanably bas an element
of play, and Ryman's is no excep-
He even has fun with hus
. Usually a signature is no

mental of

It would be nice to think that the
storm 1o 4 teacup over Little Carly
Johnson s doodle. which has had
the unfortunate effect of suddenly
dauoing all abstraction with the
same dismissive brush, will be
scotched by two pleasing and rigor-
ously logical exhubitions of formal-
ist art curreoty to be seen in
London and Oxford: the retrospec-
tives of Robert Ryman s paintings
at the Tare tuard Apni 25) and Sel
LeWitt' s drawings and coostruc-
tions at the Museum of Modern
Art. Oxford (untd March 28; spon-
sors: Nioa Rica and BT,

The shows were oot planned to
be comcurrent but could not
more mutually sympathenc, and
should be seen in tandem. Both,
artists pursue a2 formal
expressed with a refined aesthetic
pleasure 1o the making and appear-
aoce of thewr work, which together

ideal .

more than a mark of authenmncity,
but he gives it an active, even
folksy, role in the painting. ringing
the changes from one to the next.
The viewer who does not join in
these games will miss baif the point
of his art. All his >ainting 15 one.
but none of bis paintings 13 the
e.

Al times the game can wear thin:
vanation becomes prissy rather
than constructive. This is particu-
larly true when be paints oa small
and irregular pieces of unstretched
canvas. His largest works. tdb, are
often the least sensual or resolved,
and the eatire show. for 3ll the
benefits of cumuiative eifect, could
usefully be smailer. The last room
is a particular anticlimax.

Still. what at first might seem
boring or vacuous reveais itseil to

done more than enough to vindi-
cate such but the Tate

be a feast of visual exp
Thirty years ago. when he began
Is were much as

add up 1o an unde
cism. Both stnp thewr arts back to
basics with a purgatonal zeal. And
boin share much the same history.
They are im their eariy sixties,
spent ball a dozen formative years
as menial members of stafl at the
Museum of Modern Art, New York,
and made their names in the 1960s.
I bave found that people suspi-
cious of the non-depictive are usu:
ally piacated if they can wently
some logical progression in its evo.
lution. This 15 understandable.
Abstraction as evasion 15 worth-
less. Ryman s mature ambition 13
o produce painting ansing solely
from the means of its making. Con-
trolled. that is. by the suze and
nature of the brush: the weight.
consisiency and type of paint; the

they had always been: but techno-
logy has changed all that, He has

ed to adopt acrylics, poly-
mers, resins, plastcs and winyl
Could depictive painting have ex-
ploited the physica potential of
these so fully? 1 doubt it. And could
anything but a “realistic’” panfing
interact so delicately with the light
from moment fo moment, from
angle to angle. and with these
rooms as a whole? Indeed, could
any picture of a winter scene so (il
one with that wonder of white? Not
in my expenence.

Ryman dismisses the notion that
“panting 15 dead™ JINTINK I8 loo
rich and too complex to ever be
finished.”" he writes, In his quiet
and devoted way he has already

should now give us a show which
makes the same point on behalf of
today's depictive panters. Too
much art as acquired a minimalist
taste as Ayman's will have the
public yusnfiably up 1 arms,

EWITT s attitude is the same.
He too wants to make art with
no stnogs attached, to make
drawing itsell the subject. 1o con-
ceptual an the ides or concept is
the most important aspect of the
wark."" he wrote in 1967, “If the
arhist carmes through his idea and
makes it into visible form, then ail
the steps in the process are of
importance.” At times this even
includes practice marks n the
margins
Unlike Rvman, LeWitt includes
some ol his novice elforts at figura-

tive drawing, mostly copies from
old masters. y are oot distin-
guished and pve little hint of his
mature obsession with linear logic.
It is more revealing that he once
worked as a draughtsman i . M.
Pei's architecturai firm. Ped built
" in the courtyard of
and is mad about
squares and tnangles. 5o is LeWint
and he has the draughisman's
rainuscule precision, with spidery
wniting to match. -
Anyone commended for doin:
“neat work™ at school will respon

“Pure sunlight,” commented one
onlooker of an immaculate specr-
men in yellow ink,

The spidery work is what brought
LeWitt fame. Latterly he has tned
his band with poster pants and
“autumn collection” colours. He
ITespasses on Vanous artistic tem-
tories — even Ayman’s in one bru-
shily white instance. He has also |
realised his sequennal interests in |
three dimensions, Here again the |
eariier efforts bave a home-made |

lacking once he tums it into

to LeWitt's lovingly ob

early drawings of  rulered
sequences of lines in a vanety of
coloured inks. The fact that they
are oot quite “'perfect’” gives them
warmth T personality. They
glimmer and glow. and their deter:
mining logic is as pleasingly simple
as iia effect 1s visually complicated

piece!
berg, and 1ome
the pont by
The jape w.
was more wit in early LeWitt.
O *Robert Ryman Prints 1973 a
Victerna Mire, 21 Corw Street. W1, unul
March
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Minimal into
the invisible

William Packer reviews Robert
Ryman at the Tate

he Robert Ryman ret-
rospective, jointly
organised by New

York's Museum of

Modern Art and the Tate Gal-
lery, which opens its interna-
tional tour with its showing at
the Tate, is as important as |t
Is timely. It L5 sure to purzie
quite as many as it will im-
tate. and as many again both
at once, but it also comes at a
moment when the serious
questioning of the received
wisdom and prejudices of the
avant garde has nsen to the
surface. (o be aired on all sides.
We can safely disregard the
nine-days-wonder school of
ournalisuc response. with its

bition is that it Is both wonder-
fully even-handed and particu-
lar, offening both sides of the
. the radical and the
academic, in the clearest
terms. Such considerations
were doubtless far from the
Tate's mind when arranging it,
seewng the show simply as the
celebration of an embllnhed
and res; modern pain|
But it is exactly what it :houlﬂ
be doing, presenung the work
at issue, holding the ring.

The justification for a great
deal of modernist activity bas
always been not so much the
actual production of great art,
or of art at all. but rather as

)
Instinctive it

which amounts toa pm(md.'ly
anti-art philistinism - all art
was modern in its day. But
what seems to have happened
is that a number of the more
serious commentators have
come quite independently to a
broadly sumilar conclusion. For
all tht creative epergy and
excitement generated by the
modern movement. in all

very real creative schieve-
ments that have marked its
course, we have come at last to
recognise that when the
avant-garde becomes academic,
it ls more than time to take
stock. It should be the stull of
serious and constructive

What must be challenged 1s
the assumption that whatever
may be Identified as
avantgarde is of itsell impor-
tant apd significant: from
which it follows that the com-
mon curatorial and interpa-
tional dealing wiew that all too
patently finds interest, so far
a8 contemporary art 1s con:
cerned, only im art of such a
kind. is dangerously narrow,
partial and unfair. The real
usefulness of this Ryman exhi-

or might be. and into the
‘mechanics, actual or potential

of its achievement. has
always bedevilled the debate
has been the subse-
quent acceptance that the
fruits of such activity, what-
ever else they are, are alsa,
works of

‘without question, art.
Art is what artists do. or pro-
and so it follows that a

tive beresy, but beresy stll

In Robert Ryman we have an
artist who was actively
engaged with what was, in the
1960s, one of the central issues
of painting. Following upon
the more intuitive induigences
of abstract expressionism, the
tougher questions were
addressed. of what a painting
was. and how to make it more
itself. If an image i but an
Wusion. leave it out. If a paint-
ing is but a coat of paint upon
a surface, Jeave it at that And
f variations of colour or sur-
{ace-texture begin to seem arbi-
trary and unnecessary embel-
lishments, then reduce the
variation to uniformity, and
drain the colour away untll
only white s left.

The most {ascinating part of

museums and the market

Successive stripes of paint
cross the canvas, leaves inevi-
tably a record of every lnsensi-
ble varation of touch and pres-
sure. Every painter who ever
pnmed a canvas knows the
wonderful thrill of that flrst

*
The Lisson Gallery's Out of
Sight: Out of Mind s another
salutary and entirely justifi-
able historical exercise. but
again the fundamental lssue is
Inescapeable. It is an ambitious
group show which deals ratber
more comprehensively with
the graphic, photographic and

cerebral manifestations of
15608 and early 19703 concep
tual art than & Groce,
at the Hayward. bas lately
done for sculpture of the time.

From Carl André and Art &
Language to Bob Law and Bill
‘Woodrow, it offers & stimulat-
ing and enjoyable trawl
through the fashionable and
technical

Robert Ryman: Tate Gallery,
Millbank 5W1, antil April 25,
then on to Madrid, New ‘ruri..

Goldsmith Foundation and the
Patrons of New Art. “Out of
Sight: Out of Mind™: Lisson
Gallery, 67 Lisson Street NW1,

antil April 3
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i_l_r_! Wl_llmm Feaver

THE or onc with green "1 = ) 2
Mashes on the sides is an aberra- . L] . tion, presumably because loans
tion. The rest of Robert Ryman t to S Ca are being saved for Lichten-
s Paint paling into significance  EEEEEE
e bl = itk g later this year The lack of
ence. - . X 3 1 .
" . the Sixties, when white was rife:  ket, but he evidently preferred  Lich ein w wh Lich z s his Imp
,,.l.:,' LT.',:":;"':,',,',,‘,’“;’:,;, white vinyl, white Courréges, the covering quality of lasceus regarded then a:'.m\l«lulsﬁf.i-{ ety upgraded conc in particular the sbsence of his
white sheets, white costings,  Tetct Hiook's white Miduummer  aceylic. 1le wcored single lincs gatecrasher, despite being the  strips brought him fame with remakes of Monet's Rouen
white salve. For thosc who |'ni Nught's Deeam and ubiq oy al panels a3 one perfeet gent associ comic-strip speed. There are Cithedrals, lesves & generic
et Matisio cathir overdid .'i:c white emulsion in Dick | cater’s Pop Art, ﬁ'., paint only two examples here, but voul. ¥
colour in his white-tiled chapel 11 Knuck. John 1eanon was nently presentable, radiating one of them, the Tate's _ But how excellent wre his
at Vence t||igi|v¢mw.r.¢ld mto white for a while. RBut informed  scepticiam, le *Whaaml', has the strength of Cubiama. “Still Life After
All Ryman's work oo g RY40 gives white his all. With - allowed 0 stand when examin-  femaina a bit of  Professor Hig-  dozens, and the other, in which Picasso’, 1964, i s 1924 Picasso
» preparation. As basic as 0, it he became the last Suprema-  ing Ryman's edges and peering g'm. tongue in cheek, simlying  Mother suggesrs raiding the 8 several removes Lichten-
Since the In:-ﬁtlinh:hn”:n: 1085 into the whitenesves. It's like m. fridge a3 being more senaible stein’s lmmm —
gle-mindedly gone his great _ Tate labelling policy has been being on the tonchline, knowin, For him it's the look that than falling for the Leader of in this instance cult
white way ( i 1:". I‘ ld d =t Ins'mb:hnl, :E‘l‘l :‘Il;I';l oing ﬂnLl r'ijm:ldi ::l‘\‘u. To.te;‘g-‘:;nl euﬁi:: ‘hfll‘lﬁllll. speaks volumes #;umm;m. etc, oa
nstead, esch rooin - Ryman red wil marhle really try to away from = ~ mamng
:.“.:.l:::-;_ A e e showing that You .\te“::ep.hn; years, decades, into extra time. cover. Enlarge it. Adjust the “il_lﬂﬂ_u:g!? p..f:'.- Lichten- {0 Synthetic gﬂm@. He revels
Prime time for Ryman was [Bting the sparse cxhibits. Ini- Come on ref. mashling a little, Repeat at least  #t€in said to me once, *There’y 10 upsetting Cubist balance,
tially there's litile to say about  The current long-term dis- once. ‘Composition II', 1964, s something too artistic about 4, TEconciling clasic Cubum with
each ‘Untitled”; but by the mid-  play st the Tate Gallery Liver- the result. It could he a 1964  in my hands anyway. Too Burg- i3 commercial offshoots and
Sixties the materialy and sizes rl-ul, New Realities: IHS-“! Warhol, but Lichtenstein, being  pean.’ ng on to fake the intrinsic
ome more varicd snd Includes 8 Piero M more the crafl: P d - 1lis & pretend disin-  BKery of Art Deco. e
Ryman risks awsociative titles. “Achrome’, 1958, that for tscule  the exercise book labelled terest. Take Absiract Expres- Iy 1970 he was circumvent-
Such a3 'Winsor', after Winsor whitcness outdocs the Rymans, ‘Compositions’ into s more sionism, the most  artistic ing :he. Robert !rmu'u =
& Newion, whose artisis’ mate- 83 well a3 pre-dating the lot of Ived pasiti than spp ever evolved in [Deuc. ‘Miror (No 2) puts
rials he used. them. Hias the ref lout his whis- Wathol would have b 4 American art. Lich in's 2:?.: < b h'm::
L with. convidered response was fo 8 : II‘H‘Q‘
FORGET ME NOT _m&ﬂ’."“ e e "The Liverpool Tate la  His ways of making painting select a brust P pteniiin o £l His mem-
size and & touch confused, their Jooking lively, Pﬂllr: because  appear mechanical were devel- it and stolid, painti puts e
st hetl fused, it e - through the
sheer gEI‘IIL.iJ earthy under?inﬂul pasted Els Ca;‘no!qtﬂ‘l I’“ni‘m“:‘ :ﬁd in the early Sixties. *Red it in stylised detail, w3 though
i . Gilbert & George (10 N u |
o ::':1 E:ul"::h :‘il‘k :r“m::_,;:. fill the bonded warchouse sei- in the background and shading, Mondrian comes in for neast — ‘interesting’  paint
?} . he single tng with such baleful confi- The red-jacketed ‘Baked devaluation too, in ‘Mon- Dbecome ty oace again. In
i ) per's stuzes. ain
L
|

P

wers', 1961, has uneven dots  aking it ever 30 seriously,  latterly — it had 1o

Liaiod shatrokes making dence, bul more because it has Potato’, 1962, crowned with Obiective II', 1964, with the ‘The Old Tree' Lichiensicin
tracks, fading s cach brushful i m‘hﬁlﬂ_‘u the ﬂnsﬂ m'-liﬂf a-xlu'n-: rtl;‘;;w ‘ﬂfl:&'}‘: 5“"‘“’""&"""‘ E:ﬂ Dy, Suveis
icious . this counir ¥ oy trays signs el ‘ 013 screenming out o Mool
exhausted, are del £ gﬂ at the by 1963 the dois were uniform; Mondrisn grey. atrokes con|
l;ﬁ] was the year everything  There are gaps in the selec-

And there's an elegant tidemark Lichienstela since |
on ‘Surface Veil 11, 1971, (London)Tate.
which also has a blue hem.

Ryman has done his best to

vary things within resson.

There are huge washes of white

on card, hung in series, cards

sbutting or overlapping, pieces

of unstretched linen fastened to

the wall with masking tape. And

then whai? lle decided to take

the white ss resd snd concen-

ol | 1rate un wlm;ﬂ ""E‘.’-’ﬁ"“’ i

- 1o be displayed a3 art. ng on

2 " .I, 3..MAHFH reserves of goodwill or ...nﬂm.

| TIERITS FROM OILY €5 ity he took Iodﬂp‘llidlll. mi:i

’ or-plates  and  countersun

SAD L ER S WE L I— S ::usll:ndl to exhibit status. He .

070 278 8916 51 went hilh-!:’h with ﬁhngllu. sented o low de i

Fout Lelt 071 240 720 Py it b bt he even ir using panels s = - - ~ ‘oerl. ' T "’m": A

oy O : shelves. Artex um:lnn the mat- Strength of dozens: Roy Lichtenstein's ‘Whaam!” (1963) af the Liverpool Tate. Rymanjing Rymand ;

.Fg
I
il

E
f

wors. o shaw fram 1. Mr Ryman, mail Surrenndid -’-; fuch Hespaal prar Chamtir ———r—— e
{ ? oy o hardly
day 3t London s Tate Gabe  soberauned. hewpeoiacwd > ::::'::,m o e @
erv wounl tel sul BIEE  ama &2 caplmned Cho o B w ome Niled
aver £l mubon caon tg o with 1he une, he  yhee
‘Ropent Hyman.  the waad. 11 0 3 simpie com: unn
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® Robert Ryman
is:one of the
foremost
American abstract
artists: of his
generation.. He is:
known as the:
painter: of white
paintings (‘white
paint is my
medium'),. but
this is in no sense
limiting.. His
works explore a
myriad of
possibilities. °

Could there be something nat quite white, here? A bemused spectator
behind one of Robert Ryman's high-priced blanks on show at London's Tats Gallery today

from the Tate Gallery catalogue

£1,000,000(:+ “S|
PLEASE s

Just have to keep on looking

o
You may not think It's art. but
you have 1o admit it's spotiess

"EXHIBIT €

position.” Ah. Well. on

ITS a class of paint-
ing you'd be prowd
to have im Your
home.

No stray bars from
cheap brushes. No
specks of gnt. no uma-
tended bubbles,

Jum lovely plun white
aquares that wouid ook 3
weat oo a kichen wall or
workiop.

But vou won't find the
anuury of Robenn Ryman
beine nawked 31 vour lo-
al DIY superstore for
£3.59 2 square meur

Mr Ruman s punung 13
A Amd preis  pooey
Art. 2t that Many of ihe
blank 4nd near-nlank
wOrks 0N ARow ram o
Lay at Lengon s Tale Gale
ery sould ot \ou back
aver &l milliin eacn

‘Bohent Hsman,  the

—e
Words GERAINT JONIS
Pictaress (OLIN DAVEY

——e.

exhitvoon catalogue cx-
plups. “is one of the fore
mes Amendan abstrac
aruns of his generalion.

“He n known 23 he
pasnier of while painung
| whale paind 1S my medi-
ww) buy this 14 18 no
sense imiung His works
explore 4 myriad of
pasuoihities

Works such at Cuw-
ner |, a IV8} piexe.
(LIS e T S
a Rvman hevauie o
has @ thim black line
FURRIAR NP 0 [OF pere
hapt aumn i}

Mr Ryman, imaill,
aober-Auinl. hespeoaciod
ano t1 caplaned 7o
10 4o <uh ihe nne  he
wd 1t 3 umple com:

we g0 then. Another work
hung on the wall in &
curve. Like 3 white sul

1y that fibreglass?” An
encourapng_bucge (rom
the Tates Curawor of lo-
lerpretation. Simon
Wilson

“No, " sud Mr Ryman.
=aciually, I've forgotlen
what 118 ' ub .. ye.
you cowd 3ay It 13 & form
af fibreglass”

Next, 4 white board
sucking oul from ihe wail

ot 1w u-’-.t This.* the

Curator of laterpreation

interpreied. "is a Medita-

ton on the |dea of the

Retauansnip of the Pani-

g o Lhe wall

Swrrounded by fuch

reverence. o Aardly
peemed fTEAl 10 60T @
Gisse e tome fiibed
i

Conmmatan e sarprors
theoughout Britan oxery you local
AR 10 Uhe ew laser preasment foF
shortsgit. Each conmunu provades bath
the laser ireatmers and & hul pear s
Ipliowaio care.
And (e pumge ous st frestent b oW
svailable s The Cormenl Laser Certres 8
TVa Jumwmny o Hospral in Leeds as wed 1
Brmawn 4 lir Lser conic u Claerbodpe
Hospral newr Chemer

Ovver 1000 pattenes and neacty 1500 eyes =

more paoents than wy other clinic B

Beftasn - have chosen The Comenl Lase

Cernre for user trestmens for shamaght

Lt a3 mdp you dascrver the sue

abemstive to (s ad ConEact ko
onl wn FREE on

0800 581 040

‘o rerors (e coupon fov farther detalls
and panest came b i

' ﬁi The Corneal Laser Cengfg

Contrab Patiend Enqnies

[latvertrsdge Wempaal Wirsd LE3 4R

Benom my The Corneal | aser Cent
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Cover illustration:
Robert Ryman

New Acquisitons

(b1930) *“Untitled
oil an bristol board "”Pb H}-‘-q[_‘; of Derly (1734-97)
i 5 s T :
ol wats one of the most origimal pamters
Robert Ryman : 2 :
. of the late eighreenth century. His
mternational fame rests on a series of

Compited by

Tate Gallery miemorable night pieces’ with dramatic
Information light effects. In chovsing subjects for them
Department ere in tune with the prevailing
Desigmed by spirit entific enquiry and industrial
Pentagram. progre -

Tipeset by weons of

Tiger Tipeser. Y -

Printed by

Pegarus

Millkank,
Laomdan I
SHIP 4R

Tate Preview
January — April 1993
Tate Gallery London
Exbibitions and Events

3 The Opening of
Tate Gallery St lves

4 Robert Ryman
17 February-25 April 1993

6 New Displays 1993

From 3 February 1993

10 Turner: The Final Years
10 February—16 May 1993

11 Georges Braque:
Prints
24 March-27 June 1993

12 visualising
Masculinities
19 December 1992—
6 June 1993

13 Robert Vernon's Gift
15 March-November 1993

14 1an Hamilton Finlay
Artists’ Books
and Prints
24 March-27 June 1993
The Cecil Sharp
House Mural
18 December 1992—
21 March 1993

15 special Events,
Courses, Lectures,
Film & Video

25 News

27 Tate Gallery Liverpool
Displays

NEWS

The Opening of
Tate Gallery St Ives

Tate Gallery St Ives, the new gallery
provided by Cornwall County Council
to house changing displays from the
Tate Gallery’s pre-eminent collection
of St Ives art, is scheduled to open
in the spring of 1993. The impressive
new building, designed by architects
Evans & Shalev and now nearing com-
pletion, occupies a spectacular site on
the hillside overlooking Porthmeor
Beach.

A stained glass window, designed
by the St Ives artist Patrick Heron
(b1920), will be a feature of the
gallery’s entrance area. It was com-
missioned by the architects and its cost
met by the Friends of the Tate Gallery
to mark the Gallery’s opening. The
window measures 4m x 4m, and its
fabrication employs an innovative
lamination technique, which permits
the colours in the stained glass to abut
seamlessly, without the need for
traditional  leading. Tatre Gallery
St Ives will also commission several
other works for its opening, details
of which will become available carly
in 1993,

Around fifty works will be on view
at any given time made up from the
Tate Gallery’s pre-eminent collection
of St Ives work, dating from ¢1925 to
1975, including paintings, sculptures,
drawings, prints and ceramics.

The Gallery will be managed
directly by the Tate Gallery, London
and will be run by the Trustees in con-
junction with the Barbara Hepworth
Museum, which they have maintained
since 1980, Both will have a strong
educational programme.

A mew supporters group, Tate
Friends St Ives, was launched in St Ives
on 8 December. This group will be
run locally and will provide members
of the Cornish community with
the opportunity to become closely
involved with the life of both Tate
Gallery St Ives and the jointly admin-
istered Barbara Hepworth Museum.
Members of Tate Friends St Ives will
also be members of the Friends of the
Tate Gallery, London and receive
reciprocal benefits.

Dame Ba
Hepworth
(190375}
‘Fenestrations of
the Ear ('The
Hammer)' 1948
Tate Gallery St Ives

1 provisinnal price



Ryiman at work in
his studio 1954
Photograph:
Daris Quarella

CATALOGUE
Inchudes a full-
length essay by
Raobert Sworr, with
new informanon
from the aruist.
Appro. 240p,
B colour illus
Paperhack E19.95
at the exhibition
(E25 thereafter).
NB These prices
are provisional

BROADSHEFE]
Writzen by Simon
Wilson. 8pp, black
anl whine iflus, 81

RELATED
EVENTS

See pplf and 18 for
details of lectures
and p24 for films.

With assistamee
frem the Horace
W Goldsmith
Foundation and the
Patrons of New dArt
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EXHIBITIONS
(8
Robert Ryman ‘
17 February - 25 April 1993
Admission £3/Concessions £2
Free to Friends k

The exhibition has been im‘miy:
organised by the Tate Gallery :il'ld: tl;:
Museum of Modern Art in New &.n.r !
Following its showing at the la:;
Gallery, London, it will lrla\'cl
Madrid, New York, San Francisct an
Minneapolis.

Robert Ryman (h1930), known for his
‘white' paintings, is one of the fore-
most American abstract artists of his
generation. This retrospective exhi-
bition, which brings together some
seventy-five works, covers his career
from the mid-1950s to the present day.

EXHIBITIONS

Ryman, who has lived and worked
in New York since the 1950s, was born
in  Nashville,
carliest artistic inclination was towards
music, particularly jazz. Following
Nartional Service, Ryman went to New
York to study with a jazz pianist,
financing himself with a variety of
jobs. A number of years spent as a
guard at the Museum of Modern Art
allowed him time to study the great

Tennessce, and his

masters of the early modern period.
He admired Cézanne, and particularly
Matisse, whose paintings combine
technical virtuosity with a sensuous
immediacy of surface, echoes of which
be found in his own work. A num-
ber of American painters,
particularly Rothko, but also Stella,
Pollock, and Franz Kline also inspired
him. He was soon experimenting with
the medium himself, ‘seeing how the
paint worked”.

abstract

Robert Ryman
(b 1930) *Archive’
ol on steel 1980
Robert Ryman

(left)

Ryman has said ‘white painting is
my medium’. Bur this is in no sense
limiting, as this exhibition illustrates.
His paintings from the mid-1950s to
the present day explore a huge cata-
logue of possibilities. They range from
rich and succulent su
beautiful but more coolly sensuous
paintings. Edge, relief, methods of wall
hanging, synthetic and natural ma-
terials, delicate and tough surfaces, are

¢S (‘l]l]:i]]l\

explored and juxtaposed. Ryman wants
his paintings to be enjoyed. He would
like the viewer to take away ‘an experi-
ence of delight and wellbeing,
rightmess. It's like listening o m
Like going to the opera and coming
out . . . feeling somehow fulfilled.”
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BROADSHEET
Winzen hy
smon Walson.
Epp, black and

whire illus. £1

oban Zoffany 173318

Bradshaw Family' (exbu

Thamas Bradshaw (1733
at the time when this bighly fa
picture was painted, Secr of
Treasury, a Lord of the Admiralty and
MP for Saltash. Yet the appearance of an
adyllic family ar ease amaong its broad acres
is deceprrve. Bradshaw bad rised vapidly
from very obscure beginnings by nieans
many considered dubions. Horace Walpole
called bim a nan whom it was “tmpossible
1o suspect of delicacy”, but who was a
“low but useful tool of Administration”,
‘Unbecoming extravagance’ drove
Bradbsaw ito overwhelmimg debt, and
five years later be shot bimself. His widow
was grven a generous state pension and his
eldest son Robert (with the pony) grew up
to restore the family fortunes.

New Displays 1993
Spansored by
British Petroleum

NEW DISPLAYS

New Displays 1993

Opens 3 February
Admission free

The fourth annual display of the
Gallery  Collections, New
Displays 1993 is again sponsored by
British Petroleum.

A number of the 1993 room dis-
plays are augmented by important
loans or new acquisitions. Notable
loans include major works by Picasso
and Mir6 from the Berggruen
Collection and a private collection
(Rooms 13 and 17); Paul Nash’s
‘Landscape of the Vernal Equinox’ lent
by HM Queen Elizabeth, The Queen
Mother; and an important group of
works by Adrian Stokes, the relatively
unknown but remarkable twentieth-
century British painter, and writer on
aesthetics. Room 26 will be devoted ©
his work until the summer of 1993

New acquisitions include William
Dobson’s ‘Portrait of the Artist's
Wife’ (Room 1). Dobson is the out-

Tate

NEW DISPLAYS

standing native-born artist in Britain
in the seventeenth century; the
partrait of his wife is characteristically
direct in observation but also warm,
affectionate and intimate, At the other
end of the Tate's historical span are
Frank Auerbach’s “To the Studios’
1990-91 (Room 28), and the large
installation works ‘A Wartime Garden’
1989 by the Scortish artist lan
Hamilton Finlay and “The Reserve of
the Swiss Dead’ 1990 by the French
artist  Christian  Boltanski. These
picces deal in contrasting but striking
ways with themes of war and death.

Art in Britain in the sixteenth and
seventeenth centuries was dominated
by portraiture. Room 3 looks ac
eighteenth-century English painting
from the fresh perspective of The
Group Portrait. The new, informal
‘conversation piece’ reached its
apogee in such polished and lively
works as Zoffany’s “The Bradshaw
Family' reproduced opposite. Bur the
group portrait had many other
aspects, also on exhibition, ranging
from contemporary historical drama,
to social to the extra-
ordinary animal portraits of Stubbs.

Room 10 offers a stimulating look
at Late Victorian and Edwardian
Portraits, featuring both Augustus
and Gwen John on top form, as well
as  Whistler’s great  full-length
‘Cecily Alexander’, recently returned
from a long loan.

The New English Art Club
(Room 11) was founded to give a
platform to avant-garde
Shown here is the pure English
Impressionism of Wilson Steer;
Sargent’s masterpiece ‘Carnation,
Lily, Lily, Rose’, and, another Tate
favourite, Stanhope Forbes’s “The
Health of the Bride’.

Cubism is the subject of special
treatment this year in Room 13, with
the Tate’s own holdings enriched
with loans. The development of

comment,

artists.

ackson Pollock (1912-56) ‘Untitled
(Yellow Islamds)' 1952 (Room 23)
The critic Lawrence Alloway described

the making of this painting
“The painting began with black

being poured onto the can
ground, which gave a burr-e
directional paint trail, charact
rnamy of the black paintings. Oh
Pollock distribuited blacks of
crimison paint, with spe
Then the painti
black paint allo
pamting.” The density of pa
is in contrast to the open, linear
the earlier black ‘powrings’ of 195
as ‘miipber 14", The wse ¢
determine the confignrati

without the mtervention of rt

gesture was vare i Pollock’s oeuvre.
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Vinessa Bell
(179-1961)
“The Tub' 1917

modern art in France and particu-
larly its spread ro Britain can be
traced further in Room 14 where
Fauve (Wild Beast) paintings are
shown alongside the work of the
British avant-garde of the pre-First
World War period, nomably the
Bloomsbury painters. The large
gallery, Room 15, houses one of the
most remarkable of the 1993 dis-
plays, Portraits and Allegories in
European Art 1910-50. 1t includes
works by leading continental artists,
Picasso, Beckmann, Chagall, Derain,
Balthus, De Chirico, as well as the
British Stanley Spencer, Cecil
Collins and Lucian Freud. All the
works here are fascinating and often
comples meditations on themes of
love and death and the life of
the artist.

The Second World War and its
aftermath, is treated in depth in
three displays showing Art in
Wartime Britain (Room 20), Henry
Moore and the Figure (Room 21)
and the Geometry of Fear (Room
22). The Moore room in particular is
a spectacular display of his large fig-
ure sculptures.

NEW DISPLAYS

In the h‘uhl of post-war American
art there is a strong shuwing of
Abstract Expressionism in Room 23
and the Tate’s sombre Rothko Room
remains on view (Room 25),

Essential Form (Room A) embraces
artists who have been associared with
Minimal Art and this display
includes Carl Andre’s brick sculpture
‘Equivalent VIII' shown for the first
time for some years.

Finally, another of the Tate’s most
famous, as well as most loved works,
Rodin’s “The Kiss', returns as part of
a comprehensive showing of the
national holdings of the work of this
founding father of modern sculpture.
It is this display which will greet the
visitor as they enter Tate Gallery
New Displays 1993. '

The Sponsors

New Displays 1993 are sponsored by
British Petroleum, the fourth year o
this outstanding partership with the
Tate Gallery. From the outset, the pur
pose of BP’s sponsorship has been o
enable many more people to see works
of art which would otherwise remain
in storage.

During this time, audiences at the
Tate have risen considerably and BP's
funding has enabled the true range of
both the national collection of British
Art from 1500 to the present day, and
of international twentieth-century art,
to be more fully exposed than ever
before, British Petroleum hope that
many more visitors to the Tate iﬂl)m
this country and overseas will enjoy
the opportunity to see old friends ‘an;|
new acquisitions in New Displays 1993:

NEW DISPLAYS

ROOM NUMBERS AND
DISPLAY TITLES
1 Tudor and Stuart Painting
2 A Decade of Growth:
London and the Arts in
the 1740s
3 The Group Portrait in the
Later Eighteenth Century
4 Robert Vernon's Gift:
British Art for the Nation
1847
(a special display sponsored by Sun Life
Asmrance Society ple
opens 15 March)
(special display as above)
(special display as above)
William Blake and
Landscape
& Constable and Early
Nineteenth-Century
Landscape Painting
9 Pre-Raphaelites and
Symbolists
10 Late Victorian and
Edwardian Portraits
11 New English Art Club
1888-1910
12 European Art 1885-1910
13 Cubism
14 Post-Impressionism,
Fauvism, and British
Art 1910-20
15 Portraits and Allegories
in European Art 1910-50
16 Carel Weight (to July)
17 A Language of Signs
1910-50
18 Mondrian and Abstract
Art 1920-36
19 Ivon Hitchens (to July)
20 Art in Wartime Britain
1939-45
21 Henry Moore and the
Figure 1938-52
22 The Geometry of Fear
23 Abstract Expressionism
24 Matisse and David Smith
25 Mark Rothko (to Summer)
26 Adrian Stokes (to May)
27 Barbara Hepworth (to July)

= oo

28 7 y Mast

29 Conceptual Art (10 May)

30 Hamilton Finlay, Boltanski
and Kounellis (1o May)

Duveen Sculpture Galleries:
Auguste Rodin

Matisse and Epstein
Essential Forms

Special Displays Room:
Visualising Masculinities
(to 6 June)

enry Moore (1898-1986)

‘Recumbent Fignre' 1938
(Room 21)
Henry Moore bas dommated Biitish
sculpture in the twentieth century
A central thene of bis art was the
reclimmng or recumbent figure, afmost
abwarys female. Miny af these figure
embody the association of the femile
figure and landscape
as earth mother. This stone carv
of Moore’s maost powerful statern
this vision, with its vounded for

the wdea of w

magsive thighs spread

curvacious hollow scooped out berween
them. Moore stated: “A bole can |

ek .\‘Iif:pr'-.-rn‘,n.'.fu_u as a solid mass.”




Written by Robert
Upsitone. 68pp,

16 colour illus.
Paperback £6.95
at the exhibition
(£9,95 thereafier)
NB These prices

ure prmi:-mmi.

JMW Turner
(1775-1851)
‘Lake of Zug
and Golda'
sketchbook 1842
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Turner:
The Final Years

10 February - 16 May 1993
Clore Gallery
Admission Free

“This is the sixth and concluding exhi-
bition in a series which has examined,
decade by decade, the watercolours
of the British Romantic painter,
MW Turner (1775-1851).

The 18405 are the
period of ‘late’ Turner, during which
he fully displayed his unique vision of
landscape in the inventive and revolu-
tionary watercolours he produced.

Although it was a period of physical
decline for Turner, he continued to
travel on the Continent in search of
inspiration. In 1840 he made what was
to be his final trip to Venice. It was a
city of ghosts, cobwebs and crumbling
palaces. In its decay Turner may have
recognised his own ageing, and ap-
proaching death, yet it spurred him on
to produce some of his most ravishing
work. He painted an extensive and
extraordinary series of watercolours
which captured Venice in all its moods,
from the haziness of dawn to the crisp
sunlight of midday, and the rich,
voluptuous colouring of sunset and
wilight. He recorded the city’s grand
vistas and monuments, the Piazza San
Marco and Santa Maria della Salure,
as well as the crowded, shadowy back
waterways.

distinctive

EXHIBITIONS

Turner's watercolours of the Alps
are equally compelling. He visired
Switzerland in the summer of 1841,
and returned each year until his final
trip in 1844, usually travelling down
the Rhine. He was attracted by the
massive splendour of the mountains,
the picturesque towns and shimmering
effects of sunlight on the lakes, and
recorded them all under a variety of
atmospheric lighting conditions.

The exhibition concludes with the
series of very freely painted, atmos-
pheric colour studies of beaches and
sky effects made around 1845 on the
Kent and French coasts. These were
made for Turner’s own delight and
never designed to be exhibited; they
perhaps allow an insight to the
painter’s feelings as old age ap-
proached. Ruskin recalled Turner’s
tears when his hands failed to obey
1, and during Turner’s final illness,
one of the last remarks he made to
Ruskin, his great admirer — “The sun
is God'.

The Sponsors

Turner: The Final Years is sponsored by
Nuclear Electric ple, as part of their
continuing programme of sponsorship
of the arts, John Collier, Chairman,
Nuclear Electric ple writes, “Turner is
in my view the greatest artist that
Britain has ever produced and will long
remain a part of British culture. We
have thus welcomed this opportunity
as a new company to be associated with
the exhibition and the great wealth of
history that goes with it. 1 hope that 2
large number of people will have the
chance to visit the Clore Gallery.”

EXHIBITIONS

Georges Braque:
Prints

24 March - 27 June 1993
Lower Galleries
Admission £1.50

Georges Braque (1882-1963) became
famous during his lifeime for his
role before the First World War as
co-inventor, with Picasso, of Cubism.
But it was the ‘classical’ quality of his
later works, with their highly struc-
tural compositions and sublimated
emotion, that led him to be seen as a
quintessentially French artist. In 1961,
he held a retrospective exhibition in
the Louvre, the first time a living artist
had been accorded this honour. When
he died in 1963, aged 81, he was given
a state funeral in the Cour Carré of the
Louvre, with André Malraux, then
Minister of State for Cultural Affairs,
reading the address.

Braque made prints throughout his
long career. However, it was after the
Second World War that he became
intrigued by the techniques of modern
lithography and etching, and began
print-making in earnest. Paris was the
international centre of print-making,
and Braque was able to work with
some of the best printers in the world.
At the workshop of Fernand Mourlo,
he executed a long series of Greek-
inspired lithographs, along with a
number of well known stll lifes,
including “Teapot and Lemons' and
‘Leaves, Colours, Light’. With the
intaglio printer Aldo Crommelynck,
he explored the different densities of
tone possible with aquatint to create
images of great technical refinement,
such as the memorable ‘Amaryllis' and
the suite of bird images for the volume
L'Ordre des oiseaux, with text by the
poet Saint-John Perse. One of the first

School of Paris artists to take up litho-
graphy and colour etching after the

war, Braque rranslated suce
themes and formal preoccupations of
his paintings into these new media,
becoming known at the end of his life
as not only one of the great painters of
his day but also as a major print-maker.

Braque’s prints have rarely been
seen in this country, and this exhi-
bition, which draws on the collection
of the Galerie Maeght, Paris, provides
an opportunity to see a neglected
aspect of the work of this modern
master.

ssfully the

Georges Brague
(1882-1963)

‘LOisean dans le
feuwillage’ colour
lithograph 1962




BROADSHEET
Written by

Dr Anilrew
Stephenson.

4pp, black and
whire, S0p.

Robert Longo
11953

*Sword of the Pig"
1983

Tate Gallery
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CROSSCURRENTS 3

Visualising
Masculinities

19 December 1992 — 6 June 1993
Special Displays Room
Admission Free

This Crosscurrents display has been
coneeived in connection with the 1993
Annual Conference of the Association
of Art Historians. The conference will
be held at the Tate Gallery from 2-4
April and is organised in collaboration
with University Callege, London.
Drawing on recent art historical
debates around gender and represen-
tation, Visualismyg Masculinities 15 based
on the assumption that the cancepr of
masculinity is not fixed. This particu-
lar selection of paintings and sculp-
tures from the Tate Gallery collection
therefore aims to explore the variety
of ways in which masculine se
identities have been depicted since the
ﬂl‘l(i‘ﬂll’ll!ll.'ﬂrllh LL'I"'I"_\.

NEW DISPLAYS

Avoiding obvious stereotypes, the
display focuses on a range of mascu-
linities, envisaged by a number of male
artists. These works address issues
such as cultural and sexual differences,
public and private identities  and
violence and aggression.

As human beings, most of us are
fascinated by representations of our
own kind, male or female. Our partici-
pation helps to affirm some meanings
and deny others. Through this display
we hope to emphasise, and oy
understand maore fully, the changing
compelling nature of the ‘visualised’
male body. Artsts include Jackson
Pollock, Jacob Epstein, Francis Bacon,
John Ewverert Millais and Robert
Longo,

EXHIBITION

Robert Vernon’s
Gift

British Art for the Nation: 1847

15 March — November 1993
Rooms 4, 5 and 6
Admission free

Robert Vernon's Gift is an exhibition of
approximately  seventy nineteenth-
century  British paintings, selected
from 163 paintings collected by Robert
Vernon and given w the nation in
1847. A number of these works have
not been shown at the Tate Gallery
since the 1960s. The majority have
undergone cleaning and frame restora-
tion specially for this event.

Vernon started buying pictures by
living artists in 1826. From 1832, he
was also acquiring a few select works
by eighteenth-century British ‘Old
Masters'. By the early 1840s his house
in Pall Mall contained nearly two
hundred works. It was from this collec-
tion that Vernon and the Trustees of
the National Gallery selected the
works which they thought were most
representative of modern British art.

The Gift includes landscapes
by JMW Turner, John Constable,
RP Bonnington, AW Calleotr, and
waorks by their illustrious predecessors
Richard  Wilson and  Thomas
Gainsborough, Britain’s  distinctive
contribution to  nineteenth-century
European art was genre subjects, or
‘scenes from familiar life'. The Vernon
Gift represents this with the work of
the acknowledged masters of the day,
Sir David Wilkie, CR Leslie, William
Mulready and James Ward. Animal
painting is represented by Edwin
Landseer’s  brilliant  portraits  of
Vernon's own spaniels, and one of
his finest paintings “The Hunted Stag’
of 1832,

I'he Tate Gallery opened ir
house Sir Henry Tare's own colle
of British paintings, but i

many of the Vernon pict
transferred to the Tae

that it became more tr
Gallery of British Art as

The Sponsors
Robert Vernon's Gift is sponsored by Sun
Life Assurance Society ple, one of the
UK’s leading life assurance, pensions
and investment companies, in demon-
stration of their continuing support
for the arts,

The painting and frames conserva-
tion has received financial support
from Mrs Jean Sainsbury and the
Worshipful Company of Goldsmiths.

Sir David Wilkie
(1785-1841)
‘Newsmongers'
1821

Tate Gallery

RELATED
EVENTS

See pp 20 and 21
for lectures relared

to this exhibinion

Sponsored by
Sun Life Assurance
Sodiety ple

Wi

SUNLIFE
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NEW DISPLAYS

lan Hamilton Finlay:
Artists’ Books and
Prints

Ivon Hitchens:
The Cecil Sharp
House Mural

24 March - 27 June 1993
Library Display
Room 22

lan Hamilton Finlay (b1925) is well-
known as an artst, polemicist,
concrete poet and designer of gardens.
An important area of his creative out-
put has been the making of arrists’
books, the majority published under
his own imprint, The Wild Hawthorn
Press, founded in 1961. Finlay's
publications range from tiny cards tw
three-dimensional objects.

‘This display is drawn from both the
Print and extensive Library collections
of Ian Hamilton Finlay's books and
prints. It coincides with the display in
Room 30 of one of s important
sculprures ‘A Wartime Garden’ (1989),
a recent acquisition.

18 December 1992 — 21 March 1993
Archive Display
Coffee Shop Gallery

1993 marks the centenary of the birth
of Ivon Hitchens, best known for his
semi-abstract landscapes and large-
scale mural paintings.

In 1951, Ivon Hitchens was invited
to provide a mural for the English Folk
Dance and Song Society showing
groups of dancers performing tradi-
tional dances. The work was unveiled
in July 1954,

In July 1977, Ivon Hitwchens pre-
sented the Tate Gallery Archive witha
number of preparatory studies, photo-
graphs and documentary material for
the mural. This collection forms the
basis of the present display.

Course

SHIFTING PERSPECTIVES
TERM TWO

TUESDAYS

12 JANUARY — 16 MARCH
10.30 - 12.30 AUDITORIUM
This course continues to
analyse the changing nature
of British art and the
contexts in which it is
produced and projected.
Taste, patronage, art schools
and dealers will come under
art historical and critical
scrutiny.

I'he course is organised in
conjunction with the Centre
for Extra-Mural Studies,
Birkbeck College.

Fee per term: £36
(£12 concessions)

Enrolment and further
information from: Louise
Lambe, Centre for Extra-
Mural Studies, Birkbeck
College, 26 Russell Square,
London WCIB 5DQ.

Tel: 071-631 6660,

Special Lecture

THE INFLUENCE OF THE
BOROUGH MURALS ON
BRITISH ARTISTIC LIFE
Judith Collins

THURSDAY 14 JANUARY
18.30 AUDITORIUM
Admission free by ticket only
This lecture has been
organised in collaboration
with the South Bank
University, as part of its
centenary celebrations,

The Borough Murals are
seven large paintings, by Fry,
Etchells, Grant, Adeney,
Rutherston and MacDonald
Gill. They represent the
‘pleasures of London’, and
were commissioned in 1911
to adorn the students' dining

room at the Borough
Polytechnic, now part of
the South Bank University.
Dr Judith Collins, a Curator
in the Modern Collection
at the Tate Gallery, will
examine these works and
their subsequent effect on
the British avant-garde.

Tickets from Education
Department.

Special Lecture
THE STUDIO LIFE OF
GIORGIO MORANDI
Dr Marilena Pasquali
THURSDAY 21 JANUARY
18.30 AUDITORIUM
Admission free by ticket only
I'he Tralian painter and
printmaker Giorgio Morandi
(1890 -1964) still remains an
enigma in spite of the
increasing popularity of his
\\'lII'L'. ])I’ \1..-|r||un,| I).I‘illll.lh.
a distinguished art historian
from the Archive and Centre
for Morandi studies in
B'.IEU_E“';I. W II] examine ‘hi'
techniques and studio
practices of an artist once
described as ‘the solitary
monk of the bottles'.
Tickets from Education
Department.

Panel Discussion

ART IN THEORY 1900-1990
WEDNESDAY 3 FEBRUARY
18,30 AUDITORIUM
Admission free by ticket only
In this event a panel of
speakers will consider the
issues raised by a major new
anthology of writings on
modern art by artists,
historians, philosophers and
others, from Cézanne and

Lenin to Barbara Kruger and

Michael Foucault. These
issues include the role of
theory in the visual arts
today, and the status of post-
modernism, and will be of
particular interest to those
engaged in making art and
teaching its practice, theory
and history.

The editors of the
anthology, Charles Harrison
and Paul Wood, both of the
Open University, will be
joined by a panel which will
include artist and eritic David
Batchelor and art histol ‘

Andrew Hemingway and

Lisa Tick

Special Ever

STEPHEN WILLAT

JUST BETWE

SATURDA

14.30 AUL
1III1'l'\' s codtural situatio

tocuses the view tha

are fundamental to works of
art, to the point that art itself
can he I't.'\.'u!,llli"{'ll a5 a s ial
experience. Stephen Willats
believes that all channels of
communication are L‘q“.l“l\'
valid as a means of expression
for the artist. fust Between
People is a multi-media,
Interactive presentanion |\!'
Stephen Willats based on
various strategies employed
in his work: books, clothing,
photography and relation-
ships between people.



Study Half-Day

VISUALISING MASCULINITIES:

‘NOW IT'S THE BOYS' TURNI

SATURDAY 13 FEBRUARY

10.15 - 13.15 AUDITORIUM

| AND GALLERIES

I The last thirty years have

b seen an enormous shift in
society’s attitudes to men and

f masculinity. Feminists and
gay rights activists have high-

[ lighted the inequities of the

old eulture, and ‘new man’,

however apocryphal, has

come to dominate modern

| ideals of manhood.

In this study morning
Colin Roth leads an
examination of the relation-
ship between image and
reality in terms of these
" great cultural changes.
| Tickets: £5
| (£3 concessions) from the
Education Department.

Patrons of New Art
Special Lecture
ROBERT RYMAN
THURSDAY 18 FEBRUARY
18.30 AUDITORIUM
. Admission by ticket only
| The eminent American
abstract painter will discuss
both the process and the
ideology underlying his
paintings and reflect on the
major retrospective exhi-
bition of his work at the Tate.
Tickets: £7.50
(£5 concessions) from
Development Office.
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Conference
THE CURRICULUM FOR FINE
ART IN HIGHER EDUCATION
FRIDAY 19 FEBRUARY
10.00 AUDITORIUM
Admission by ticket only
The third conference
organised in conjunction
with Wimbledon School of
Art will examine ways in
which the Fine Art
Curriculum might develop
in art schools and courses.
Speakers will include: art
historian Griselda Pallock;
eritie Stuart Morgan;
sculptor Keir Smith and
educationalist Sylvia Wicks,
The Chair will be taken by
Professor Christopher

Frayling.

Tickets: £25 from
The Principal’s Secretary,
Wimbledon School of Art,
Mertan Hall Road, London
SW19 30QA.
Tel: 081-540 0231,

Special Lecture

KURT PANTZER

MEMORIAL LECTURE

TURNER AND ARCHITECTURE

John Gage

WEDNESDAY 21 APRIL

18.30 AUDITORIUM

Admission free by ticket only

The American collector

Kurt Pantzer was the

Turner Society’s principal

benefactor. An annual lecture

is given in his memory. This

year John Gage, from the

University of Cambridge, will

examine the importance of

architecture in Turner's art.
Tickets from Education

Department.

Friends of the Tate Gallery
Special Lecture
MATISSE IN NEW YORK
John Elderfield
WEDNESDAY 3 MARCH
18.30 AUDITORIUM
Admission by ticket only
Last September, one of the
largest Matisse retrospective
exhibitions ever staged
opened in New York and a
section of it will open in
Paris in February. It was
organised by John Elderfield,
Director of Drawings from
Museum of Modern Art in
New York, who will reassess
the work of Matisse in the
light of a major exhibition.
Tickers: £7.50 (€5
concessions) from Sarah
Mason, Friends' Office
(cheques made payable to
‘Friends of the Tate Gallery’).

Special Film Screening
BUREAU DE CHANGE

Rose Finn-Kelcey

SATURDAY 16 JANUARY
14.30 AUDITORIUM

The first public screening

of the film which explores

a mixed media installation
first shown at Matt’s

Gallery in 1988, Van

Gogh's ‘Sunflowers' are
reconstructed from a
thousand pounds worth

of coins in a playful eriticism
of the relationship berween
business, economics and art.
The artist Rose Finn-Kelcey,
who was one of only three
British artists whose work
was shown at Documenta IX
in Kassel, will introduce the
film and discuss her work
with Tim Marlow.

(Nick Collins and Rose
Finn-Kelcey, UK, 1992) 11"

Unless otherwise stated,
admission to lectures is free
and no pre-booking is required.
Lecture progranmme is corvect
at the time of going to press.

WEEKDAY LUNCH-TIME
LECTURES
TUESDAY-FRIDAY 13.00

Each day is devoted to a
particular area of the

Tate Gallery permanent
collection, to a temporary
exhibition, or other special
topie. Lectures on Tuesdays—
Thursdays normally take
place in the galleries in the
presence of the works of art.
Friday lectures on exhibitions
and special topics are
normally in the Auditorium.
Pre-booking is not required
and admission is free.

BRITISH ART 1550-13900
TUESDAYS 13.00

These lectures trace the
development of British art
from the Tudors to the

New English Art Club.

Two lectures (16 February
and 30 March) will examine
the technical aspects of
painting in fascinating detail
and at the end of April
Penelope Gurling will survey
royal patronage spanning
four decades of British Art.

MODERN ART 1880-1950
WEDNESDAYS 13.00
Beginning with Post-
Impressionism, these lectures
will examine the formal
development of Modernism
from Cubism to the Neo-
:pl'aS[i(:iSI'I'l of Mondrian.
There will also be a focus on
portraits and allegorical

painting in Europe from 1910
to 1950. At the end of April,
the painter Merlin James will
explore the work of Ivon
Hitchens in two lectures.

MODERN AND
CONTEMPORARY ART
1950-1993

THURSDAYS 13.00

A number of distinguished
British artists will be taking
part in the winter and spring
programme: Paula Rego and
Carel Weight will each
discuss their own paintings
in the gallery (on 14 January
and 11 March respectively)
and Michael Craig-Martin
will reflect on his work and
on other concept ual art on
display,
subjects include post-war
British sculpture, Abstract
Expressionism, Minimalism
'-II'JI! |hl_’ (:U“ll.'ll]l'l”r.ﬂ"\' W I'-l'l\
of Tan Hamilton Finlay and
Christian Boltanski.

in early April. Other

EXHIBITIONS AND

SPECIAL TOPICS

FRIDAYS 13.00

The programme will begin
with four lectures examining
various aspects of Visualising
Masculmities in the Special
Display Room. There then
follows a series of five
lectures on the art of the
American abstract painter
Robert Ryman to coincide
with his major retrospective
exhibition.

At the end of April, Colin
Roth will take a sideways
glance at the New Displays
and analyse the potency of
art as cultural propaganda.

WEEKEND LECTURES
SATURDAYS 13.00
SUNDAYS 14.30
Laurence Bradbury's
enormously popular weekend
tf_’(_‘rl]rc‘; ('()n(j”.ul: to cover
the whole gamut of art since
the sixteenth century, With
IIiH l.'ll‘i‘(}ll];\l'_\ wit, (‘If]lil]i_'n(.'('
and insight he will a n:ii.y-«:.
among other subjects,
the Bed, the Horse, the Gate
and the Hat as both images

and symbols in paintin




SPECIAL LECTURES

VISUALISING MASCULINITIES
FRIDAYS 13.00
SPECIAL DISPLAYS ROOM

JANUARY

Friday 15

Visualising Masculinities (1):
An Introduction

Virginia Button

Friday 22 Auditorium
Visualising Masculinities (2):
Framings, Sequences

and Identifications

Andrew Stephenson

Friday 29

Visualising Masculinities (3):
Sexual Hang Ups

Peter Webb

FEBRUARY

Friday 5

Visualising Masculinities (4):
Sense and Sensibility
Christine Atha

ROBERT RYMAN
FRIDAYS 13.00
AUDITORIUM

18
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FEBRUARY

Friday 12

Robert Ryman:

An Introduction
Simon Wilson

Friday 19

Robert Ryman:
Minimal Expressionist?
Sarah O'Brien Twohig
]"rid-.l)' 26

Robert Ryman:
Absence Made Visible
Christian Brensing

MARCH

Friday 5

History Degree Zero: Robert
Ryman and Avant-Gardism
Ben Highmore

Friday 12

Ryman's Beautiful Paintings:
Kant's Abstract

Andrew Benjamin

TURNER
FRIDAYS 13.00
CLORE GALLERY

LECTURES

Alfred Wallis (1855-1942)
'St Ives' c1928
Tate Gallery St Ives

MARCH
Friday 19

Turner: The Final Years

GEORGES BRAQUE PRINTS
WEDNESDAYS AND FRIDAYS
13.00

LOWER GALLERIES

MARCH

Friday 26
Georges Braque:
Cubist as Printer
Patrick Heron

APRIL

Friday 2

The Graphic Work of

Georges Braque

Jennifer Mundy

Wednesday 7

The Prints of Georges Braque
(1): Imagery and Vision

Paul Coldwell

Wednesday 14

The Prints of Georges Braque
(2): Uses of Technique

Paul Coldwell

JANUARY
® SATURDAY 2 Auditorium
13.00 Under One Roof -
Paintings Past and
Present
Laurence Bradbury
@ SUNDAY 3 Auditorium
14,30 Image and Symbol (1)
The Bed
Laurence Bradbury
® SATURDAY 9 Auditorium
13.00 How Painters See
Themselves
Laurence Bradbury
@ SUNDAY 10 Auditorium
14.30 Image and Symbol (2)
The Horse
Laurence Bradbury
® TUESDAY 12 Clore Gallery
13.00 ‘Twisting Space”:
Turner's Use of
Perspective
Maurice Davies
® WEDNESDAY 13 Room 14
13.00 Post Impressionism and
British Art
Peter Webb
@ THURSDAY 14 Room 15
13.00 Paula Rego
In conversation with
Tim Marlow
® FRIDAY 15 Special Displays
Room
13.00 Visualising
Masculinities (1):
An Introduction
Virginia Button
® SATURDAY 16 Lower
Galleries
13.00 British Drawings —
Beardsley to Bomberg
Laurence Bradbury
® SUNDAY 17 Auditorium
14.30 Image and Symbol (3)
The Gate
Laurence Bradbury
® TUESDAY 19 Room
13.00 Tudor and
Stuart Painting:
Face and Favour
Karen Hearn

® WEDNESDAY 20 Room 13
13.00 Cubism (1):
Shattering Forms
Tim Marlow
® THURSDAY 21 Room 21
13.00 Henry Moore and
the Figure
Margaret Garlake
® FRIDAY 22 Auditorium
13.00 Visualising
Masculinities (2):
Framings, Sequences
and Indentifications
Andrew Stephenson
® SATURDAY 23 Auditorium
13.00 The Fine Art of
Watercolour Painting
Laurence Bradbury
@ SUNDAY 24 Auditorium
14.30 Image and Symbol (4)
The Hat
Laurence Bradbury
® TUESDAY 26 Room 1
13.00 Introducing Mary
Beale: An Early
English Painter
Wendy Nelson-Cave
® WEDNESDAY 27 Room 13
13.00 Cubism (2):
Creative Evolution
Richard Humphreys
® THURSDAY 28 Room 20
13.00 ‘There is no Culture
in Wartime': Art in
Wartime Britain
Simon Morley
@ FRIDAY 29 Special Displays
Room
13.00 Visualising
Masculinities (3):
Sexual Hang Ups
Peter Webb
@ SATURDAY 30 Auditorium
13.00 St Ives:
Past and Present
Roy Ray
@ SUNDAY 31 Auditorium
14.30 St Ives: The Tate
and The Future
Mike Tooby

FEBRUARY
® TUESDAY 2 Room 2
13.00 The 1740's: Gin, Sin
and Satire
James Mailpas
® WEDNESDAY 3 Room 15
13.00 Max Beckmann:
Allegory and Modernism
Sarah O'Brien Twohig
® THURSDAY 4 Room 22
13.00 ‘A Geometry of Fear’
British Sculpture in
the 1350's
Margaret Garlake
® FRIDAY 5 Special Dis
Room
13.00 Visualising
Masculinities (4):
Sense and Sensibility

sesslons

® WEDNESDAY 10 Room 1T
00 A Language of Signs
(1): Excavating the
Unconscious
Mark Gisbourne
® THURSDAY 11 Room 23
13.00 Abstract Expressionism
(1): Paris Matched
Richard Humphreys
@ FRIDAY 12 Auditorium
13.00 Robert Ryman:
An Introduction
Simon Wilson
@ SATURDAY 13 Auditorium
13.00 Psychedelic Art
Laurence Bradbury
@ SUNDAY 14 Auditorium
14.30 Painted Messages
of Love
Laurence Bradbury




@ TUESDAY 16 Rooms 2
and 3
13.00 Art in the Making:
Painterly Techniques in
the Eighteenth Century
Rica Jones
@ WEDNESDAY 17 Room 17
13.00 A Language of Signs
(2): Imaging the Erotic
Mark Gisbourne
® THURSDAY 18 Room 23
13.00 Abstract Expressionism
(2): Who's Afraid of
Jack the Dripper?
Tim Marlow
@ FRIDAY 19 Auditorium
13.00 Robert Ryman:
Minimal Expressionist?
Sarah O’Brien Twohig
@ SATURDAY 20 Auditorium
13.00 Kitsch - an alternative
taste
Laurence Bradbury
@ SUNDAY 21 Auditorium
14.30 Twentieth-Century
Barbaric Art
Laurence Bradbury
® TUESDAY 23 Room 9
13.00 The Artist's Model in
Nineteenth-Century
Painting
Alison Smith
® WEDNESDAY 24 Room 15
13.00 Spencer and Epstein:
Crosses to Bear
James Malpas
® THURSDAY 25 Room 23
13.00 Abstract Expressionism
(3): Energy and
the Sublime
lain Dickson Gill
® FRIDAY 26 Auditorium
13.00 Robert Ryman:
Absence Made Visible
Christian Brensing
@ SATURDAY 27 Auditorium
13.00 Pictorial Deception
of Eye and Mind
Laurence Bradbury
® SUNDAY 28 Auditorium
14.30 Painted Fare, Frugal
and Festive
Laurence Bradbury
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MARCH
® TUESDAY 2 Room 10
13.00 Late Victorian and
Edwardian Portraits:
Into The Twilight Zone
Alison Smith
® WEDNESDAY 3 Room 18
13.00 Mondrian’s Dynamic
Equilibrium:
Abstraction and Reality
Sarah O'Brien Twohig
® THURSDAY 4 Room 26
13.00 Adrian Stokes:
The Invitation of Art
Simon Morley
@ FRIDAY 5 Auditorium
13.00 History Degree Zero:
Robert Ryman and
Avant-gardism
Ben Highmore
® SATURDAY 6 Auditorium
13.00 Surrealism and
Meaning: Shifting
the Signposts (1)
Fiona Bradley
® SUNDAY 7 Room 17
14.30 Surrealism and
Meaning: Shifting
the Signposts (2)
Fiona Bradiey
® TUESDAY 8 Room 8
13.00 ‘Arm-in-Arm with Milton
and Linnaeus':
Constable's Vision
of Nature
Justine Hopkins
@ WEDNESDAY 10 Duveen
Galleries
13.00 'Beautiful as a
Dream of Stone':
The Sculpture of
Auguste Rodin
James Heard
® THURSDAY 11 Room 16
13.00 Carel Weight
In conversation with
Tim Marlow
® FRIDAY 12 Auditorium
13.00 Ryman's Beautiful
Paintings:
Kant's Abstract
Andrew Benjamin

@ SATURDAY 13 Auditorium
13.00 New Art in the
Sixteenth and
Seventeenth Centuries
Laurence Bradbury
® SUNDAY 14 Auditorium
14.30 New Art in the
Eighteenth Century
Laurence Bradbury
@ TUESDAY 16 Clore Gallery
13.00 Turner: Energy and
the Sublime
lain Dickson Gill
® WEDNESDAY 17 Auditorium
13.00 Matisse and Epstein:
Facets of Primitivism
Simon Wilson
SDAY 18 Room 28
The ‘Schoal of London':
Reclaiming the Real

Brien Twohig
@ Fi allery
3,00 Turner: The Final Years
ne
@S 3 ’ litonum
3 New Art in the
Nineteenth Century
: oury
aitonum

23 Room 4

mon Gift (1):
The Makings of a
National Collection
Robin Hamlyn

® WEDNESDAY 24 Room 24

13.00 Henrl Matisse
and David Smith:
Confronting Tradition
Sarah O'Brien Twohig

® THURSDAY 25 Room28

13.00 'The Streets of
London’: Auerbach,
Bacon and Freud
Simon Morley

® FRIDAY 26 Lower Galleries

13.00 Georges Braque:
Cubist as Printer
Patrick Heron

@ SATURDAY 27 Auditorium
13.00 Georges Braque's
Originality
Laurence Bradbury
@ SUNDAY 28 Auditorium
14.30 Georges Brague and
French Tradition
Laurence Bradbury
@ TUESDAY 30 Room 4
13.00 The Vernon Gift (2):
Titian's Secret
Anna Southall
® WEDNESDAY 31 Room 27
13.00 Barbara Hepworth:
Figuring the Landscape
James Heard

@ THURSDAY 1 Room 29

1400 Michael Cralg-Martin
In converation with
im Marlow

@ FRIDAY 2 Lower Galleries

1200 The Graphic Work of
Geoorges Braque
ennifer Mundy

® TUESDAY 6 Room 7
William Blake:
“Marks of Woe"
lames Malpas

® WEDNESDAY 7 Lower
Galleries

12.00 The Prints of Georges
Braque (1):
Imagery and Vision
Paul Coldwell

® THURSDAY 8 Room 29

13.00 The Dematerlalisation
of the Art Object
Christian Brensing

® FRIDAY 9

13.00 No lecture
Gallery closed

@ SATURDAY 10 Auditorium

13.00 The Power of Under-
statement in Art
Laurence Bradbury

® SUNDAY 11 Auditorium

14.30 Stanley Spencer -
Mortality and
Resurrection
Laurence Bradbury

Painting of the Month
Mondays 13.15

Saturdays 14.30

A fifteen minute talk by
the Tate Gallery Guides
in front of a selected work.
JANUARY

Room 21

Henry Moore

Recumbent Figure

(1938)

FEBRUARY

Room 2

Canaletto

London: The Old Horse Guards
from St James's Park
(c1749))

MARCH

Room 17

Wassily Kandinsky
Cossacks

(1910-11)

APRIL

Room 3

John Singleton Copley
The Death of Major Pierson,
6 January 1781

(1783)

® TUESDAY 13 Room 9

13.00 ‘A Better Light Than
Ever Shone':
The Romantic Realism
of the PRB
Justine Hopkins

@ WEDNESDAY 14 Lower
Galleries

13.00 The Prints of Georges
Braque (2):
Uses of Technique
Paul Coldwell

® THURSDAY 15 Duveen
Galleries

13.00 Minimalism: Primary
Structures and
Essential Forms
Sean Rainbird

@ FRIDAY 16 Meet in the
Rotunda

13.00 ‘Propaganda: Can Art
Do It?' (1)
Colin Roth

@ SATURDAY 17 Auditorium
13.00 Foreign Influences on
British Painting

Laurence Bradbury
@ SUNDAY 18 Auditorium
14.30 Paintings Paired
and Compared
Laurence Bradbury
® TUESDAY 20 Room 11
13.00 The New English
Art Club
Rachel Barnes
® WEDNESDAY 21 Room 19
13.00 Ivon Hitchens (1):
The Painterly Habitat
Merlin 25
® THURSDAY 22 Room 30
13.00 Christian Boltanski:
Memory and Mortality

® TUESDAY 27 Auditoriu
3 The Royal Collections:

Official Patronage and
Personal Taste
Penelope Gurland

©® WEDNESDAY 28 Room 19

13.00 lvon Hitchens (2):
Artifice in Nature
Merlin James

@ THURSDAY 29 Room 30

13.00 lan Hamilton-Finlay:
‘Neo-Classical
Rearmament’
James Malpas

@ FRIDAY 30 Meet in the
Rotunda

13.00 ‘Propaganda: Can Art
Do It?' (3)
Colin Roth



Filws and Videos are soreened
i the Auditorivm. Admission
is free and no pre-booking is
required, The Auditorivem is
reached through the Clore
Gallery entrance.

Further details on all
programmes from the

Education Department.

VISUALISING
MASCULINITIES

FILM PROGRAMME
SUNDAYS 17 JANUARY,
7,14, 21, 28 FEBRUARY,
7,14, 21, 28 MARCH,

11, 18, 25 APRIL

15.30

This programme has heen
devised to complement the
Visualising Masculinitiesr New
Display (see p12)

Using a wide range of
major feature films spanning
seven decades (together with
the oceasional documentary)
it will explore popular
representations of
masculinity on screen.

A BIGGER SPLASH

SUNDAY 17 JANUARY

With David Hockney and
Peter Schlesinger.

(Jack Hazan, UK, 1974) 105'
Unexpurgated version, adults
over 18 only

ROCKY

SUNDAY 7 FEBRUARY
Starring Sylvester Stallone,
Burgess Meredith, Burt
Young and Talia Shire.

(John Avildsen, US, 1976) 119"
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FIGHTERS

SUNDAY 14 FEBRUARY

A voyeuristic journey into
the world of British boys’
hoxing clubs.

(Ron Peck, Team Pictures/
Channel 4, UK, 1992) 100’

IN WHICH WE SERVE
SUNDAY 21 FEBRUARY
Starring Noel Coward,
Bernard Miles, Celia
Johnston, John Mills and
Richard Attenborough.
(Noel Coward/David Lean, UK,
1942) 114"

TAXI DRIVER

SUNDAY 28 FEBRUARY
Starring Robert de Niro,
Jodie Foster and Cybill
Shepherd,

(Martin Scorsese, US, 1976}
114"

Adults over 158 only

TARZAN THE APE MAN
SUNDAY 7 MARCH

Starring Johnny Weissmuller
and Maureen O'Sullivan,
(WS Van Dyke, US, 1932) 99'

SON OF FRANKENSTEIN
SUNDAY 14 MARCH

Starring Boris Karloff, Basil
Rarhbone, Bela Lugosi and
Lionel Atwill.

(Rowland V Lee, US, 1839) 99

DEATH IN VENICE

SUNDAY 21 MARCH

Starring Dirk Bogarde, Bjorn
Andresen, Silvana Mangano
and Marisa Berenson.
(Luchino Visconti, Italy, 1971)
128

BIG WEDNESDAY

SUNDAY 28 MARCH

Male bonding, youthful
nostalgia and the mysticism
of California surfing.
Starring Jan-Michael
Vincent, William Katt,

Gary Busey and Durell Fetly.

(John Milius, USA, 1978) 120'
DICK

Flaccidly going where no
camera has ever gone before
— down the Y-fronts of
hundreds of men.

(Jo Menell, US, 1989) 15’

THE GOSPEL ACCORDING
TO ST MATTHEW

SUNDAY 11 AFRIL

Past life of Christ

pres

verite de

anc

JUNGLE FEVER

SUNDAY 18 APRIL

Starring Wesley Snipes,
Annabella Sciorva, John
Turturro and Spike Lee.
(Spike Lee, US, 1991) 100"

REFLECTIONS IN A

GOLDEN EYE

SUNDAY 25 APRIL

Starring Marlon Brando,
Elizabeth Taylor, Brian
Keith, Julie Harris.

(Jehn Huston, US, 1967) 108"

VISUALISING
MASCULINITIES
RTISTS'
SOCUMENTARIES
WEDNESDAYS
13, 20, 27 JANUARY,
3, 10, FEBRUARY
14.30

THE LIVELY ARTS:

JOHN EVERETT MILLAIS

A film made to celebrate the

150th anniversary of Millais’

birth.

(Anita Sterner, BBC, 1979) 60’

STANLEY SPENCER

An account of the life of the
British painter using his own
words and pictures.

(David Rowan, Arts Council,

1879) 54"

THURSDAYS

14, 21, 28 JANUARY
4, 11, FEBRUARY
14.30

JACOB EPSTEIN:

REBEL ANGEL

A look at the controversial
career of sculptor Jacob
Epstein (1880-1959).
(Catherine Collis, Arts Council,
1987) 52

JACKSON POLLOCK
A profile of the artist who
dripped, drank, and drove

himself to a premature death
in 1956,

(Kim Evans, LWT, 1988) 55'

FRIDAYS

15, 22, 29 JANUARY,
5, 12, FEBRUARY
14.30

HOCKNEY AT THE TATE

David Hockney walks around
his 1988 exhibition at the
“Tate Gallery in the company
of Melvyn Bragg.

(Alan Benson, LWT, 1988) 56'

FRANCIS BACON

A moving and at times
hilarious profile of the
painter who died last year.
He talks and drinks with
Melvyn Bragg.

(David Hinton, LWT, 1985) 52'

NEW BRITISH FILMS:
VISUALISING SEXUAL
IDENTITIES

SATURDAY 23 JANUARY 14.30
SUNDAY 24 JANUARY 15.45
Organised by the London
Film Maker’s Co-op in
conjunction with the Tate
Gallery and focusing on the
recent work of experimental
British film makers including
Birgit Hein, Jayne Parker,
Claudia Schillinger, Carolee
Schneeman and Jerry
Tartaghia.

Some of the material m this
programme is suitable for adults
over 18 only

ST IVES PROGRAMME
SATURDAY 30 JANUARY
SUNDAY 31 JANUARY

A weekend of lectures and
films which charts the history
of artin the Cornish town
and previews the opening of
the Tate Gallery in St Ives in
April. Lectures will be given
on Saturday by artist and
teacher Roy Ray, and on
Sunday by Mike Tooby,
Curator of the new Gallery.

The film programme will
be a three part documentary,
which traces the history of
St Ives as an inspiration
and centre for the visual
arts from Turner
Patrick Heron.

SATURDAY 30 JANUARY 13.00
Parts | and Il

SUNDAY 31 JANUARY 14.30
Part 1l

PAINTING THE WARMTH

OF THE SUN

Kevin Crooks, TWS, 1985)

3 x 58"

ART WE DESERVE?

n OWrirt i

THE SHOCK OF THE NEW
SATURDAYS

6 FEBRUARY - 27 MARCH
14.30

Robert Hughes’s celebrated
history of modern art from
the 1880s to cthe 1980s isa
searching, original and
irreverent critique of its
subject and one which still
provides a yardstick for
visual arts broadcasting into
the 1990s.

(Lorna Pegram, BBC/
Time-Life/RM Productions,
UK, 1980) 80*



6 FEBRUARY Programme 1
The Mechanical Paradise

13 FEBRUARY Programme 2
The Powers that Be

20 FEBRUARY Programme 3
The Landscape of Pleasure

27 FEBRUARY Programme 4
Trouble in Utopla

& MARCH Programme 5
The Threshold of Liberty

13 MARCH Programme &
The View from the Edge

20 MARCH Programme 7
Culture as Nature

27 MARCH Programme 8
The Future That Was

ROBERT RYMAN
AND POST WAR
NEW YORK PAINTING
WEDNESDAYS-FRIDAYS
17 FEBRUARY-26 MARCH
14.30

PAINTERS PAINTING

An account and celebration
of abstract painting from
1940 to 1970. The film takes
the form of a series of inter-
views with artists, critics and
collectors, Contributors
include: Willem de Kooning,
Helen Frankenthaler, Barnett
Newman, Jackson Pollock,
Kenneth Noland, Frank
Stella, Leo Castelli and
Clement Greenberg.

{Emile de Antonio, USA, 1973)
115
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THE NEW YORK SCHOOL

A documentary which
analyses the art of the
Abstract Expressionists in
New York in the 19405 and
1950s. It includes footage
of artists in conversation
and at work.

(Michael Blackwood, USA) 60"

ROBERT RYMAN

A film made for television
about the work of Robert
Ryman will be shown in
the Auditorium to coincide
with the exhibition, Fur
details from the Information

Desk.

THURSDAYS 1, B, 15, 22
APRIL 15.30

IAN HAMILTON FINLAY
The Scottish artist, whose
work will be on show in
Room 30, began his car

a poet and writer. This filin
takes a look at his garden

unigue achievement in which

carved words or objects
interact with trees, flowers
and ponds in a way that owes
more to the traditon of the
poet’s gardens of the
nineteenth century than

the art of today.

(Bob Bee. LWT, 1983) 30"

THE FILMS OF

ROBERT MORRIS
WEDNESDAYS 31 MARCH,
7,14, 21, 28 APRIL
FRIDAYS 186, 23, 30 APRIL
14,30

The American sculptor,
painter and writer Robert
Morris (whose work will
appear in the conceptual
art display in Room 29)
made a series of films at the

end of the 1960s which
explained the perception
of space through vision,
motion and time,

GAS STATION
(Robert Morris, USA, 1969) 34

SLOW MOTION
(Robert Morris, USA, 1960) 18"

WISCONSIN
{Robert Morris, USA, 1970) 15'

NEO CLASSIC
s, USA, 1871) 15

Robert Marr

thi%61)

TURNER PRIZE 1992
Grenville Davey (b1961)
is the winner of the 1992
Turner Prize sponsored by
Channel 4. After attending
Fxeter College of Art, Davey
took the BA Fine Art course
ar Goldsmith’s College in
London, graduating in 1985.
The Turner Prize is
awarded to ‘a British artist
under 50 for an outstanding
exhibition or other presenta-
tion of their work” in the
preceding year. The Turner
Prize jury particularly
admired Davey’s exhibition
at the Kunsthalle, Bern and
the Kunstverein, Diisseldorf
berween Qcrober 1991 and
March 1992,

BIENNIAL REPORT

Tate Report, which deseribes
the Crallery’s achievements
over the !].]5\" two _\"fars Il“
London, Liverpool and

St Ives is now available in

the Gallery shop price £7.95.

THE ASSOCIATION OF

ART HISTORIANS

19TH ANNUAL CONFERENCE

2-4 APRIL 1993

The Association of Art

Historians 19th Annual

Caonference, jointly convened

by the Tate Gallery and

i-I University College, London,
is being held at the Tate

| Gallery on 24 April 1993,

J The theme of the

\ conference is Identity &

Display, and covers a wide

range of interests and

Interpretations. There will be

fourteen academic sessions in

total, with varying numbers

of papers. In addition, two

plenary sessions will be held
at Westminster Central Hall.
Keynote speakers include
Hélene Cixous, Michele
Roberts, Nicole Ward Jouve,
Steven Lukes, John Brewer,
(::"'(JI I}Unl.'ﬂn '("“I Rit"'lﬂ]'ll
Sennett.

On Sunday 4 April, the
conference will host a lively
mix of special sessions, events
and workshops. Delegates
will have an opportunity to
visit various Tate depart-
ments including the Library
and Archive.

A major bookfair will
coincide with the conference
on Friday 2 and Saturday 3.
It will be held in the main
and entrance Marquees
situated in the Clore €
car park, John Islip Street
entrance. All delegates and

3

lery

members of the public
warmly invited to attend
Any members of the
public who wish to know
more about the conference
or who would like to join the
AAH, please contact Sylvia
Lahav, Education Officer,
Tate Gallery.
Tel: 071-821 1313 ext 354.

RICHARD SERRA CLOSURE
The exhibition of Richard
Serra’s sculpture ‘Weight and
Measure’ has been extended
until Wednesday 20 January,
to coincide with the
beginning of an international
exhibition of contemporary
sculpture (including work
by Richard Serra) at the
Hayward Gallery.

The equipment necessary
to remove the Tate Gallery
piece, together with the

sculpture itself, weighs more
than 300 tons. From 22-24
January, the Tate’s main
entrance, Duveen Galleries,
the Western Galleries and
Rooms | to 17 will be closed
Public entry will be through
the Clore Gallery. §
We apologise for the
inconventence and disap
pointment these essential

measures will canse

PREVIEW

T'his is th
Pr

last copy of

hibrary, col Warist

information centre and arts
venues for the latest
information about events

and activities at the Tare.
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TATE GALLERY
LONDON EXHIBITIONS
January — April 1993

TATE GALLERY LIVERPOOL

David Hockney:

A Moving Focus

7 April 1993 -

13 February 1994

A display of paintings and
prints by one of Britain's
most admired contemporary
artists. Works drawn from
the Tate’s own collection
together with loans from
public and private collections,
represent the diversity of
Hockney's output from 1960

Ivon Hitchens:
The Cecil Sharp House Mural
Until 21 March 1993

Robert Ryman

With assistance from the
Horace W Goldsmiith
Foundation and the

Patrons of New Art

17 February-25 April 1993

Roy Lichtenstein

17 February — 18 April 1993
In celebration of Roy
Lichtenstein’s seventieth
birthday, Tate Gallery
Liverpool is holding a major
exhibition of paintings
surveying three decades of
this distinguished artist's
work from the 1960s to the
present day.

DISPLAYS
From the national

The Swagger Portrait: collection of modern art

Grand Manner Portraiture
in Britain from Van Dyck
to Augustus John

Until 10 January 1993

Visualising Masculinities

Until 6 June 1993 Admission free

Natural Order:

Recent European Sculpture
from the Tate Gallery's
Collection :
Vade possible by a grant from
the Enropean Arts Festival
Usitil 24 January 1993

I'his rhnughr—prt:vnking

New Displays

Sponsored by The British
Petroleum Company ple
Opens 3 February 1993

Robert Vernon's Gift: British
Art for the Nation: 1847
Sponsored by Sun Life
Assurance Society PL

15 March-November 1993

Weight and Measure 1992:
A Sculpture by Richard Serra
Until 20 January 1993 Turner: The Final Years
Sponsored by Nuclear Electric ple
10 February=16 May 1993

Georges Braque: Prints

24 March-27 June 1993 Video Positive

Turner as Professor:

The Artist and
Linear Perspective

lisplay of sculptures,
wings and prints by

to the present day.

1 =31 May 1993

This spring e Gallery

apean sculptors explores New Realities: Art in Liverpool, Me presents

Sponsored by Volkswagen

Until 31 January 1993 relationship to the Western Europe 1945-68 contemp video work
. L onment and includes Sponsored by The Littlewoods from France, Germany,
| w5 by Tony Cragg, Organisation ple Can \istralia and
I y Gormley and Until December 1994 Brit forms part
r Baumgarten. New Realities, Tare Gallery th
Liverpool’s second long-term M
ph Beuys: display, looks at how artists fr

Revolution Is Us responded to a changing

ril 1993 - 3 January 1994 Europe in the aftermath di t iions dealing

Qevolution is Us comprises  of the Second World War. with the nature of ome

Iptures, blackboards, This spring the display will
wetion’ objects, and works be completely re-hung and

on paper, and includes will include over thirty works
Beuys's late work “The End new to the Gallery.
of the Twentieth Century’,
With the addition of some
significant loans, the display
tocuses on Beuys’s involve-

Gilbert & George
‘Blood Heads® 1989

Iate Galle
Albert D¢
Liv erpo |l L3 4BB
Telephone: 051-709 3223
Recorded Information:
051-709 0507

Iverpn Il

EXHIBITIONS
Temporary exhibitions to
complement the collection

ment in the Celtic world, displays Opening Hours
| and shows some of the work Tuesday—Sunday
he produced on his visits Gilbert and George: 10.00-18.00

to Edinburgh, Belfast and

. The Cosmological Pictures
Dublin.

23 January - 14 March 1993
This spectacular exhibition
of new work by Gilbert and
George receives its only UK
showing at Tate Gallery
Liverpool in January.
Liverpool is one of ten cities
hosting the exhibition on its
pan-European tour.

Closed Mondays (except
Bank Holiday Mondays)
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® ADMISSION
Admission to the Gallery is free
except for major loan exhibitions.

® OPENING HOURS
Monday-Saturday 10,00-17.5(
Sunday 14.00-17.50

Closed New Year's Day, Good
Friday, May Day Bank Holiday,
Christmas Eve, Christmas Day,
Boxing Day

® WORKS IN STORE

Works which are not currently
on display are held in the Study
Collections. Works can be
viewed in store on Mondays,
Tuesdays, Thursdays and Fridays
ar 10.30, 11.30 and 14.30. Please
write to: Study Collections

Manager, Tate Gallery, Millbank,

London SWI1P 4RG, stating
which works you wish to see and
giving a full address and daytime
telephone number.

@ STUDY ROOM

The Study Room in the Clore
Gallery is open to the public by
appointment on Wednesdays
10.30 to 16.30. Visitors may
examinge works on paper in the
Turner Bequest and items from
the Tate Gallery’s collection of
British watercolours and
drawings.

® RESTAURANT
Monday—Saturday 12.00-15.00
Closed Sunday

Licensed, 3 la carte menu
Reservations: 071-834 6754

@ COFFEE SHOP
Monday-Saturday 10.30-17.30
Sunday 14.00-17.15
Self-service, cold buffet

® GALLERY SHOP
M Friday I

® TATE GALLERY
PUBLICATIONS

Tel: 071-534

@ FRIENDS OF THE
TATE GALLERY

e

@ PATRONS OF BRITISH ART
PATRONS OF NEW ART

Tel: 071-821 1313

® FACILITIES FOR PEOPLE
WITH DISABILITIES

I'he Tate Gallery welcomes
people with disabilities.

A limited number of wheelchairs
is available at the Atterbury
Street entrance, where there is

a ramp and a lift giving access

to all parts of the Gallery.
Wheelchairs may be booked in
advance by telephoning Warding
Services on 071-821 1313

ext 240, For full information
please contact the Gallery or
Artsline (071-388 2227), the
telephone information service
on the arts in Greater London
for people with disabilities.

@® SCULPTURE TOURS

Ten sculprures have been
designated for exploration by
touch by visually handicapped
visitors, Please telephone for an
appointment on 071-821 1313,

TATE

GALLERY

Millbank, London SWI1P 4RG
Telephone 071-821 1313

® PUSHCHAIRS
Ot hichairs are
KN o VISItors,

® TRANSPORT
Underground Pimlico
Buses 885, 77A, C10
whi e5 in the area include
36, 159, 185, 507)
British Rall Viuxhall.

® NO SMOKING

Smoking is prohibited in all

parts of the Gallery (except in

the gnated areas of the
estaurant and Coffee Shop).

® PHOTOGRAPHY

No photography in special
exhibitions. Photography and
video filming in the permanent
collections is permitted for
private use only and provided no
flash or special lighting, tripod or
other support is used.

® WORKS AT RISK

Visitors are asked not to touch
the paintings or sculprures as
physical contact and grease from
hands damages their vulnerable
surfaces.

® FREE GUIDED TOURS

Given by the Tate Gallery Guides
Monday to Friday inclusiv
British Art before 1900 11.00
Early Modern Art 12.00

Later Modern Art 14.00

Turner Collection 15.00

Sunday:

Highlights of the

Collection 15.45

All tours, except Turner
Caollection Tours, begin in the
Rotunda. The Turner Collection
Tours meet at the Clore Gallery
Information Desk.

Guided Tours recommence

4 January 1993, There will be

no tours from 912 April.

Recorded Information Telephone 071-821 7128
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Rubert Ryman was born on 30 May
1930 in Nashville, Tennessee, His father
was in the insurance business, his mother
was a grade school (primary) teacher and
amateur pianist. In his reens he started
listening to jazz on late night radio, and
at Tennessee Polytechnic, which he
entered in 1948, he ok up the saxo-
phone. He then switched to George
Peabody College for Teachers which
had a better music school. From 19502
he did military service in the US Army
Reserve Band. Immediately on discharge
he moved to New York to study jazz,
specifically bebop, or modern jazz, the
music of Charlie Parker, Dizzie Gillespie
and Thelonius Monk. He supported
himself by a string of temporary jobs
and lived at 17 East 6oth Street. Nearby,
on the corner of 6oth and Lexington
Avenue was an art supply store. One day
‘I went in and bought some oil paint and
canvas board and some brushes ... and
some turpentine. [ was just seeing how
the paint worked, and how the brushes
worked. I was just using the paint,
putting it on a canvas board, putting it
on thinly with turpentine, and thicker

to see what that was like, and trying to
make something happen without any
specific idea what I was painting.
Ryman briefly artended traditional
déawiﬂg classes, working from plaster
casts. He also did a short course at

The Museum of Modern Art, New

York (MoMA), ‘a little drawing from

the model, sometimes working with
collage’, but he seems to have been
driven by a strong determination to

find our about painting on his own.

A key aspect of art education has
always been the study of the art of the
past and present. In June 1953 Ryman
got a job as a gallery guard at .\!n:\|.—\‘_

a position he kept until May 1960. At first
‘I was very open, | accepted everything

I saw ... I looked at hundreds of painters.
Of course the giants of the time I looked
at more, Matisse, Cézanne, Picasso, all

of that'. He then began to structure his
looking, spending a weck or so concen-
trating on one major artist, then another.

In the caralogue of this exhil
Robert Storr stresses thar "Ryman's
education consisted of direet and
protracted scrutiny of individual
paintings’. Fle adds that in this respect

BIOGRAPHICAL NOTE

Ryman is an exception among contem-
porary armists, whose experience of ant
tends to have been predominantly
through photographic reproductions
Sometme in 1954 Ryman abandoned
music and taok up painting in earnest.
In 1955 he began the monochrome
'Orange Pamnting’ (no.1) which he con-
siders to be his first professional work
Over the next two years his paint sur-
faces become predominantly white,
although often with brightly coloured
underpainting, some of which remains
visible. From this time on his painting
is entirely consistent, its basic principles
established. The first public showing of
a work by Ryman was in a staff exhibi-
tion at MoMA in 1958. It was bought
by Gertrud Mellon, a member of the
museum’s Painting and Sculpture Com-
mittee, and is in this exhibition (no.g).
In 1961 Ryman gave up work to paint
full time. He painted steadily, but
exhibited very little and sold less. His
first solo show was not until 1967 at Paul
Bianchini Gallery, New York. Nothing
sold and the gallery closed soon after.
But later that year two leading German
dealers, Konrad Fischer and Heiner
Friedrich visited his studio. Each bought
a work, Ryman's first major sales, and

solo exhibitions at Friedrich’s gallery
in Munich and Fischer's in Diisseldorf
followed in October — December 1968,
Ryman's lack of success up to 1967
may in part be put down to immaturity,
but undoubredly the climate of the times
was against him. He was utterly remote
from the Pop Art which exploded from
196z, but neicher did he fir in with the
other dominant trend, the large-scale
brightly coloured abstraction of painters
like Morris Louis and Kenneth Noland
But in 1966 an exhibition titled Primary

Structures ar the Jewish Museum, New
York, si

kind of abstract art — more thoughtful,

nalled the emergence of a new

even theoretical, and more austere
— which became known as Minimalism
Ryman's central concern wich the act

of |\;1i‘,|‘.||||_3 with the intuitive '\Llll'Lill:_'

of paint, sets him distinctively apart
ly cultvared imper-
or AMinimalism, but the

extrem rractness of his work made

Robert Ryman
© Bill Jacobson
1992

Ryman's first museum show was at

the Guggenheim, New York, in 1972,
and full retrospectives followed at the
Stedelijk Museum, Amsterdam, in 1974,
the Whitechapel Art Gallery, London, in
1977, and the Centre Georges Pompidou,
Paris, in 1981. Since 1983 a survey of
Ryman's work has been permanently

on view at the Hallen fiir neue Kunst

at Schaffhausen in Switzerland.

The present exhibition has been jointly
organised by the Tate Gallery and The
Museum of Modern Art, New York.
After its showing in London it will
travel to Madrid, and then New York,
San Francisco and Minneapolis.

Ryman continues to live and work
in New York City.

himself analysed
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and logic quite €
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THE PROBLEM OF ABSTRACTION

S ince its appearance abour the vear
1915 abstract art has become an
mescapable phenomenon. Among its
founders and later practitioners are artists
such as the Dutch painter Piet Mondrian,
and the American Mark Rothko, who are
now numbered among the very greatest
of the moderns. Neverthe

for many
people abstract art remains unsympa- '
thetic and difficult to approach, largely
because of its refusal to represent the
world and, apparently, to deploy the
traditional skills associated with such
representation. Robert Ryman has
himself analysed this refusal, and the
reasons for it, with a simplicity, clarity
and logic quite exceptional in the
history of modern art theory. This was
in a lecture, On Painting, given at the
Dannheiser Foundation, New York,

in January 1991,

Ryman began by pointing out that
‘representation is illusion’. In doing so
he touched immediately on one of the
fundamental philosophical underpinnings
of abstract art, the rejection of represen-
tation because it is, in effect, a lie.

He went on to suggest that there has
never been a satisfactory term for totally
non-representational art, not even
‘abstract’, which has been generally
settled on as the most convenient. Others
have included ‘concrete’ and ‘non-
objective’. Instead he proposed ‘realism’
This may seem surprising but, again,
Ryman touched on a fundamental
justification for abstract art, leading
directly out of the rejection of illusion-
ism, the idea that art must be a real thing
in itself, a new thing with its own reality,
rather than imitating something that
already exists.

The idea of abstract art as the
ultimate realism in fact goes back at
least as far as 1920, when the Russian
artist Naum Gabo, one of the pioncers
of abstract sculpture, published his
Realistic Mansfesto.

The suggestion that abstract art is
truthful and real in a way that repre-
sentational, illusionistic art can never
be, carries a powerful implication of
a superior moral status.

The rejection of representation w
undoubtedly in part a response to the
invention of photography. But it also
grew out of the idea, ver) powerful in

Uintitled 1961
(no.27

L e s i e e s S sl

early modern art, that painting could
be like music, in the sense that it could
function purely through the sensations
evoked by patterns of torm, line, colour
.l||'-| the \l'!'.- ) l'lJIll'llIll.-'H\ of ['I.!l“'ll”!l.
just as music consists of patterns of

y irrelevant

Armc a }!.HII[I.'I',

| ) CArE nusician - a modern

Uneirled [ 1965

(no.35)

MR |
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THE MEANING OF RYMAN’S ART

’I]lﬁ association of painting and music
in fact provides one of the keys to
Ryman: his painting is first and fore-
most intended as a purely sensuous
experience, an experience of pleasure.
In the catalogue of this exhibition,
Robert Storr, who has worked closely
with Ryman over a period of years, .
writes: ‘Ryman frequently refers to
music in deseribing his goals in visual
art. Asked what he wanted to communi-
cate to the viewer, he sai

“An experience
of enlightenment. An experience of
delight, and well being, and rightness.
It's like listening to music. Like going
10 an opera and coming out of it feeling
somehow fulfilled.™

There are strong echoes in this
statement of Henri Matisse, one of the
great founding fathers of modern art
and Ryman’s most important point of
reference in the art of the past. In A
Painter’s Notes, published in 1908,
Matisse wrote, ‘what I dream of is an
art of balance, of purity and serenity,
devoid of troubling or depressing subject
matter’, Matisse was not an abstract
painter in Ryman's terms, but Ryman's
affinity with Matisse brings out an
important point, that Ryman is above
all a painter, whose art is based on the
manipulation, with a brush, of paint, on
canvas or other support. Such painting
is intuitive and its purpose is to produce
surfaces which are significant in
themselves, to reveal the beauty, the
whole reality, of the paint, this substance
which is the central indispensable
ingredient of painting. Ryman’s own
attitude is encapsulated in his comment

‘I wanted to paint the paint, you might

say’, and in his speculation ‘I guess if

you go into outer space and paint without
gravity it would be quite amazing ... it
would stay together ... and it would float
around and you could see the front and
the back and the edge’. And Robert Storr
has ecommented that Ryman is ‘acutely
conscious of making paint look as good
on a painting as it did in the tube’,

In his lecture On Painting, Ryman
characterised abstract art as having an
‘outwird aesthetic', as opposed to the
‘inward aesthetic” of representational
painting, where a heavy frame is
required to isolare the picture from its
surroundings and preserve the illusion

Because of its ‘real’ nature, an abstract
painting needs no frame: ‘the painting
interacts with the wall plane and even
to @ certain extent with the room itself’
This ‘ourwardness’ of abstract art in
general is obviously significant as an
integral element in an open, sensuous
life-affirming art such as Ryman's own
aspires to be. But he deliberately
enhances this effect by the ways in
which he fixes, or otherwise relates his
paintings to the wall. This is an impor-
tant aspect of his work and will be
discussed further.

In On Painting Ryman also pointed
out that the only difference between
representational and abstract painting
is the absence of 'the picture, the illusion’,
His point was that all the other tradi-
tional ingredients of painting ‘such as
and colour complexity,

COMpos|
and surface and light, and line and so
on' are there. Ryman is here describing
the purely visual elements of a painting.
But outstanding art has always been
more than a visual L-x}n-rirnu' ulthuugh,
like Ryman, artists have often tended to
insist that it 15 just that) and Rvman

would not have achieved the grea

respect in which he is now held if, as
well a5 an affe rience for the
spectator, his a fer th

| il

exXpression il ful dele he did

Jﬂ Clammgn § 1068

{no.g1)

not possess imagination, if he did not
have technical skills of a high order, and
if his work were not overall the product
of a compelling vision.

The Experience. Ryman's aim to
create ‘an experience of delight, and
well being’ has already been mentioned,
and the ambitions humanity of this aim
needs no further emphasis. In Ryman's
work, the principal vehicle of that
experience is light. Ryman is undoubt-
edly one of the great painters of light,
and as such looks particularly at home
in the Tate Gallery in the company of
Turner and Rothko. Turner’s late paint-

ings, especially the unframed Venetian
sketches and the English scenes such as
‘Norham Castle', and Rothka's Seagram
Murals are particularly relevant
complementary viewing for visitors
to Ryman at the Tate.

The sources of light in Ryman's

work are the materials he uses, which

are predominantly, but not exclusively,
white, Elements of black, and of the
primary colours, red, yellow and blue,
appear in small quantities in many of
his llli

15, where they act as a foil,
ntensifying the effect of the whires.
T'he Idea. The underlying idea, or
concept, of Ryman's painting is also
highly ambinous: the subject of his

aintings is painting itself. Ryman has

wall. Ryman’s art
imaginative explot
of painting, both &
their relationships
Technique. Ry
A striking sight in
vovered in jars hoj
~EVerY concejvah)
M painter’s brygh
O tubes of whige |
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taken the basic idea of a painting, the
essence of p

ting, its fundamental
nature, and created myriad v
of that essence, in the way that a
MUSICIAN Weaves varis

ions

ns on 4 theme
These variations are often very subtle:
as Robert Storr savs, l{_\ man's art s
one of ‘infinite nuances’,

The elements of the variations are
the common inl__{!’t:di.k'nl'& of any pamti
canvas or other support; p.-u'nl_ brushes:
paint texture or brushstroke — the artist’s
handwriting; forma
and structure; composition — the pattern
of paint on the surface; the frame —
Ryman does not exclude the frame from
consideration; the means of fixing to the
wall; the relatonship of the work to the
wall. Ryman’s art is the outcome of an
imaginative exploration of these elements
of painting, both individually and in
their relationships to each other.

Technique. Ryman's technical skills
and knowledge are also of a high order.

A striking sight in his studio is a bench
covered in jars holding dozens of brushes
—every conceivable size and type of fine
art painter’s brush — rogether with boxes
of tubes of white Winsor & Newton oil
paint, For Ryman, as always for every
true painter, ‘A painter begins with the
materials. By marerials I mean, of course,
the twols that painters use, paints,
brushes, supports, and so on.”

The richness and variety of Ryman’s
work, within its given parameters, rests
partly on the fact that “There are many
more materials now available to painters
compared to earlier times ... nOW you
have acrylics, and you have polymers
and resins and plastics and vinyl. These
new materials give the painter a much
broader choice. He has to make decisions
as to how to use them and whar combina-
tions of these materials to use depending
on ... what result he wants to achieve
with the painting. So it has become
more complex.’

However radical Ryman's art may
appear, he himself sees it also as
belonging to a continuing tradition:

‘the painter uses these materials and
puts them together with a sense of what
painters have done historically to furthes
painting in the past. And the pamntes
needs this understanding of the past

and how materials go together *

— the shape, size

LOOKING AT RYMAN

ASsertion it must be real in irselt
truthful, nor an illusion - and the

systemane examination of the natur

of painting. Ryman's attitude to all three

aspects of his work 1s a umfied one: each

15 treated in such a way as w complement

the others

I'he most rewarding way to view
Ryman is to do so while considering
how each work is a fresh statement of

his vision and ideas, and in particular

how the material clements of each w

play a variation on the basic notion of
whar a painting

elements are unconventional, sought

an be, Many of these

out (or designed) by Ryman to achieve
an effect that he has imagined. All of
them fit the overall aesthetic of Ryman's
work; m
plastic sheets he us
themselves,

The Paint. Ryman arrived at his
predominant use of white paint early
on in his career. It performed two fune-

, such as the new translucent
, are beautiful in

tions for him. One was that it revealed
better than any colour the marks of the
brush on the painting: “The use of white
in my paintings came about when |
realised that it doesn't interfere. Itis a
neutral colour that allows for a clarifica-
tion of nuances in painting. It makes
other aspects of painting visible that
would not be so clear with the use of
other colours.’ The other function was
as a source of light in myriad subtle
variations: ‘Sometimes | used warm
white because | wanted to have a warm
absorbing light. At other times I've
used colder white ... it has to do with
light — softness, hardness, reflection
and movement — all these things.” This
variety comes partly from Ryman's
ways of application, partly from the
huge range of brushes that he uses and
]ml"ll_\ from the variety of paints. These
range from traditional artists’ oils, via
modern acrylics, to household and
commercial products

T'he Support. Ryman's supports

traditional linen canvas (the

support for ol painting

cotton duck

nvas extensively

adopted by painters since the Second
Waorld War), Ryman’s use of these
traditional supports is very varied, but
he also uses a wide range of supports
made from fibreglass, pl:l.st:'cs. metals,
wnd many different varieties of paper
and board.

Composition. In Ryman's work the
composition consists of the relationship
of all the parts of which the work is
muade, including the wall on which it is

hung —all the elements of a Ryman are

elements of the composition, However,
taking composition in the narrow sense
of the pattern of the paint on the support,
there are several aspects to look for. First,
from his earliest works Ryman adopted

a square format. This is unusual in the
and Ryman chose it
partly because he sees the traditional

history of paint

rectangle as carrying references to the
world: 'Rectangles always were more
used in painting ... because they were
more familiar ... windows are rectangl
doors, most of what you see.” But the

sqquare also has an innate beauty, an
aesthetic quality, which stems from
its all-round symmetry, its all-round
balance. Furthermore, this quality
particularly suired Ryman's desire for
‘outwardness’ - a square relates equally
on each side to the space around it.
Ryman's use of the square, characreris-
tically, is extremely subtle. Sometimes
the overall dimensions of the whole are
slightly off-square by a small but distinet
Amount; Sometimes a square paint area

Archice 1980
(nou6rd
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i5 offset within the square support; most
strikingly, sometimes a square paint area
appears on a rectangular support.

Then there is the structure of the
paint on the support. This arises from
the interaction of the support with the
chosen paint, type of brush, and gesture
of application, or brushstroke, This
exhibition reveals the infinite variety
of surface partern and texture which
Ryman has created. Apart from their
pure sensuous appeal, Ryman's surfaces
are perceived to have a deeper meaning,
which is that they represent not just the
reality of paint, bur the act, or process
of painting. This is all a part of Ryman's
philosophic enterprise to make paintings
whose subject is the nature of painting.

The conscious creation of composi-
tions which reveal process is particularly
apparent in the ‘Winsor” series, for
example. In *Winsor 34', 1966 (no.36)
the structure of painted strips was
created by loading the brush wirh paint,

placing it at the top left corner and pull-
ing it to the right until the paint was used
up. The brush was then reloaded and the
process repeated. This of course can be
clearly read once the viewer is attuned to
what is going on. The painting is making
a statement about the nature of the
interaction of paint, brush, and canvas.
In some of Ryman’s paintings, for
example ‘Surface Veil I', 1970 (no.49),
the area of paint is divided by more or
less distinct lines. This is also a revela-
tion of process since these divisions
mark a break in his working, after which
he resumed using a different kind of
brushstroke, perhaps horizontal instead
of vertical.

Scale. Like his compositional format,
the scale of Ryman’s work is also
eccentric, ranging freely from the very
small to the very large. Ryman is as much
at home on the small as the large scale,

a natural miniaturist and a natural
muralist. His conscious approach to
scale as one of the variables in his work
is brought out strikingly by his often free
mixing of small and large scale works

on the wall.

Fastening and Framing; The
Relationship to the Wall. Because
abstract (‘realist’) painting in general
relates to its surroundings in ways that
representational pictures do not, it 1s

invariably displayed. in the museums
and private galleries and collections of
the world, on plain neutral-coloured
walls, most often white. Ryman has
naturally assumed that his work will be
similarly displayed and, building on that
assumption, has structured it in ways that
extend the work's relationship to the
wall, that claim the white painted wall
as part of the painting. In early paintings
on conventional stretched canvases he
continued the painting around the edges
of the canvas so that it came right up to
the wall, In others, he untacked the
surplus canvas from the back of the
stretcher and left it spread out, again
painted up to its edges, thus extending

the main picture surface directly to the
wall. With even more directn
on paper or other thin materials are glued
to the wall, or stapled, screwed, or bolted
to it through their surface. Bolt heads in
matt black oxidised steel become a
fearure in themselves, activating the
surface, and may be eccentrically

placed, suugusting invisible lines across
the painting dividing it into carefully
considered proportions. In other
he places the fittings at the edge of the

works

S8

work, as they would be if using the
commonest form of museum fitting, the
mirror plate. Normally, these would be
painted to match the wall, but Ryman's
fittings become, like the bolts, pictorial
fearures in themselves
a direet, visible transition from painting
to wall. Ryman creates completely fresh

Again they create

relarionships by tensioning between
brackers paimings done on flexible
SUpports, so that their surface is curved,
and by placing paintings at ninery
degrees to the wall, almost like a rable
top. He also plays games with the idea
of the frame, notably in works in which
he provides a ‘frame’ of translucent wax
paper, secured to the wall with masking
tape and running under the edges of the
painting, which is glued or stapled to
the wall

Signature and Date. Rym:

ved T

works are untitled because his practice

is not to title work until it goes for
exhibition, and he was little exhibited

at first. The point is that his titles are
merely names, identifying a particular
work. They are almost always the names
of commercial products or firms and he
frequently finds them in the Yellow
Pages. These names, Acme, Allied,
General, Adelphi, Classico, often have

grandiose associations, and Ryman is
playing vet another game with one of the
traditional elements of art by using
second-hand ritl

and rejecting or
neutralising their meaning while ar the
same time inevitably appropriating it.
Sometimes these names are those of the
materials of the work, and Ryman has
also titled paintings by the brand and
size of brush used,

LIST OF

Works belang to th
atherwise stated, \
ire given in centim
by inches in brack
before width,

1 Unitled (Ory,
1955 and 1959
Ol on canyygs -
(284 21814)
Jobn £ Rymay
2 Untitleq
I
Casey a—nd‘);:;
1 Primed ooy
% {0}
Untitjeq 1557

o

<

=
y-
-



FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

Pl Ir 8. 308l

The Museumn of Modern Art Archives, NY

RYMAN'’S VISION

RI\'IH:!IJ Stres

of the painter’s vision, ‘the way he sees, times baft

es the crucial ingredient their wor

w alienared contemporary

his way of seeing’. He emphasises,
furthermore, that ‘each painter's way of

audienc

especially when taken 't

furthest limits”. Ryman's uchie

m
seeing is from a different perspective and
it is part of the painter’s task to try to

precisely, that he has taken abstract art

and expanded it to its furthest limits to

expand our way of seeing to the furthest
limits of the painter’s vision’ The history

of Western art since the Renaissance is
precisely the history of those artists who

have expanded our way of seeing, but

LIST OF WORKS

Waorks belong to the artist unless
otherwise stated. Measurements
are given in centimetres followed
by inches in brackets; height
before width.

1 Untitled (Orange Painting)
1955 and 1959
Oil on canvas 71.4 = 71.4
(284 x 284)
Sfobn E. Ryman

10

dare. He has both reaffirmed its validity

and added a new chaprer to its history.

Wraeten by Simon Wilson

Untitled 1959

Pencil, casein and tracing
paper on tracing paper

26 % 26,3 (10 x 10%)
Untitled 1950

Casein, graphite pencil, red
crayon, red ballpoint pen.
and tracing paper on tracing
paper 25.5 x 21.5 (10 x B12)

Untitled 1559

20 Unritled 1961
Oil on Bristol board
228 = 228 (9 = 9)

21 A painting of twelve strokes
measuring 144" x 11147
signed at the bottom right-
hand corner 1961
Oil and gesso on linen canvas
28,5 x 28.5 (12% x 11'4)

22 Wedding Picture 1o61

30 Untitled 1962
il and vinyl on linen canvas
160.1 % 165.2 (63 < 63)

31 Stretched Drawing 1963
Charcoal on raw cotton
canvas 36.8 = 16.6
(14%4 % 147e)

[Not exhibited]

32 Unrtitled 1065

Enamelac on linen canvas

ice il on cotton canvas Ol on Bristol board 158.5 « 158.5 (6214 x 62%4)
2  Untitled 1957 1106 x 110:6 {43V = 43%4) 30.5 % 30.5 (12 % 12) Private colleceson
d Cascip and graphite pc.:ncil 13 Unditled 1959 23 U.:ni:lcd 1961 33 Untitled 1965 .
on primed cotton canvas Oil on jute sacking 84 x 84 Oil and gesso on unstretched White enamel on linen canvas
;.r 24.5 x 2.5 (9% x 814) (33 % 33) linen canvas 41.9 * 41.9 25.8 x 25.8 (1o% x 10%4)
. 64 x 16)4 .
2. 3 l{nmltd 1957 14 Unttled 1959 “ ’ pda 34 l.‘:lnmle:i 1965
Gouache on paper Oil on pre-primed canvas 24 Untitled 1961 ) Enamel on Bristol board
I'he 169 % 20.6 (77 x 8YA) 20,5 % 21 (8% x 8Y4) Oil and graphite pencil on 19.7 % 206 (7%  814)
4  Untitled 1958 Lucy R. Lippard brown paper 23% 23 (B 8) gy yaidled T 1965
il on cotton canvas Untitled 1 25 An all white painting Ol on'strerched linen canvas
ve 135.4 % 83,2 (53% x 32%4) 1 ():'1| unccung&nuanvas measuring 973" xhlo;' ;:ndd 27.9 % 279 (11 < 11)
igned twice on the left side "
8 6 Unritled 1958 165.5 * 164 (65%4  65) g 36 Winsor 34 1966
i the Oil on cotton canvas Stedeligk Museum, Amsterdam a?;b;i;c:‘q;r“m Oil on linen canvas
3 % 100.3 (43 % 43) 159.1 % 159.1 (63 = 63)
1093 > 100.3 43 % 4 16 uulit’ﬂ! 1960 . 240 % 25.4 (048 % 10) The Greentosch Collection Ltd
8 The Paradoxical Absolute il on linen eanvas 133 < 133 i
; 1958 (52% » 52'%) A8 Unkitel 107 vd 37 Mayco 1966
the Casein on printed paper Crex Cotlection, Hallen fiir newe 0il on Bristol boa Oil on linen canvas 192 « 192
3 1Rz x 18.5 (7% % 74) Kuunst, Schaffbausen 253 % ’m.?',fr‘?“ BT (751 x 75%4)
Private collection Toamas Ammann Fine Art,
the 7 Untided 1058 17 Untided 1960 . e Frares
[ Oil, cascin and graphite Oil, gouache, cascin, graphive 8T Unditled 1988
pencil on wallpaper 22.8 x 23 pencil and red crayon on Gl onansten 38 Twin 1066
£ fo. % pWe) . tracing paper 33 * 33 canvas 33 % 33 (13 = 13) Ol on linen canvas
8 !::l:d 8 (13 % 13) Privete eollcio, New Yark 193.1 % 1931 (76 % 76)
n 1 Modern Art,
Casin gl peci 38 Bonil i, s o tacing o R o s loes Now tk i od Ao
mounted on neil, ol _ iy
:‘;?‘f’;‘, e paper 5.4 x 26.6 canvas 42 % 42 (1614 = 16%4) Blats Bend and purchase, 1971
(1o % 10 29 Unditled 1962
Y e e vl o0 39 Untted 1961 Oil on linen canvas
Casein and ﬂri;;gmdl on o s 176.5 % 176.5 (V% % 69\4)
e i 966 96638 x 39
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Adelphi 1967

Oil on unstretched linen
CANVAS 250.3 % 250.3
(102 = 102)

Museum fiir Moderne Kunst,
Frankfurt-am-Main

Lugano 1968

Acrylic on paper

228.8 = 228.8 (9o x go)
Crex Colleceson, Hallen fiir
newe Kunst, Schaffbausen

Classico 5 1968

Acrylic on paper 234 « 224
lg2lh x 88Y)

Staatliche Muscen, Neue Galerie,
Kagsel (on loan from a privare
collection)

VII 1969

Enamelac on corrugated
paper, seven units, each
152.4 x 152.4 (60 x 60)
Stedeligh Musenm, Amsterdam

General 482 x 48': 1970
Enamel and Enamelac «
COLON Canvas 123.7 x 123.7
(g8Y% 2 48Y%)

Solomons R, Guggenbeim
Museam, New York. Panza
Collection, 1991

Surface Veil 1970

Oil on fibreglass mounted
on Featherboard 50.5 = 505
(1974 x 1974)

Private collectron, courtesy
Lisson Caallery, Londeoy

Surface Veil 1970

Oil on fibreglass on
Featherboard 31.5 = 30.5
(12%4 = 12)

Privare collection

Surface Veil 1970

Oil an fibreglass with waxed
paper and tape 33 x 33

(13 x 13)

The Museum of Modern Art,
New Yark. Gift of the Denise
and Andrew Saul Fund and the
Scaler Foundation.

[Not exhibited)

Surface Veil 19701

il on fibreglass with wax
paper and tape; overall size
55.9 % 483 (22 = 19)
Private collection

Surface Veil 4 1970-1
Oil on fibreglass on
Featherboard 9.1 = 90.1
(39 % 39)

Emily and ferry Spigge!
Surface Veil I 1970

Oil and blue chalk on linen
canvas 3658 =« 1658
(1gq * 144)

Solomon K. Guggenbetm
Museum, New York. Panza
Collection, 1991

[Not exhibited]

Surface Veil Il 1971

Oil and blue chalk on linen
CANVAS 165.0
(144 % 149)
Solommon R. Guggenbeim
Musem, New York. Pan
Collection, 1991

365.0

Surface Veil 111 1971

il and blue chalk on cotton
canvas 366.4 = 3664
(rgq'a = 144'4)

Solomon R. Grggenbeim
Museum, New York, Panza
Collection, 1g91

Untitled 1973

Baked enamel on copper,

5 panels, each 39 = 30
(rs%% x 15%)

Stedelifk Museum, Amsterdam

Untitled 1973
Daouble-baked enamel on
oxidised copper, 5 panels,
each 24.1 x 26.7 (oVs x 1ol4)
Emily and Jerry Spicgel

Untitled 1973

Enamel on aluminium

99.5 % 90.5 (394 = 39'%)
Crex Collection, Hallen fiir newe
Kunst, Schaffbausen

Embassy I 1976

Oil and Elvacite on Plexiglas,
black oxide fasteners and
bolts 160 = 160 (63 = 63)
Crex Collection, Hallen fiir newe
Kunst, Schaffbausen

Untitled Drawing 1676
Pastel and pencil on Plexiglas
with black oxide steel plates
and steel hex bolts 126 = 126
(40%% % 40'%)

Crex Collection, Hallen fiir newe

Kunse, Schaffbausen

Advance 1976

Ol on blue Acrylivin with
vinyl, El te and Plexiglas
fasteners with cadmium bolts
go.2 = 864 (35%2 % 34)

Franz Meyer

Untitled 1976

Pastel and pencil on Plexi
with black oxide bolts and
fasteners 126.1 x 126.1
(49" = gola)

The Museum of Modern Art,
New York, Fractional Gift of
the Paine Webber Group Ine
[Not exhibited]

Monitor 1978

Ol on cotton canvas with
metal fasteners 175.3 % 167.6
(G = 66)

Stedelipk Musenm, Amsterdarn

Phoenix 1970
Varathane on steel
16,8 (1

44.5 % 14

Archive
il on steel 34.1
(r3 L174)

Pry

158

Paramount 1981

Oil om linen canvas with
metal fastend 23.5 %
(BB « By)

213.4

Courtery Thomar Anrininn,
Zurich

Crown 1982

Enamelac on fibreglass with
aluminium fasteners

102.9 % §6.5 (qo¥ix 38)
Sreedeligh Musesm, Amsterdam

Access 1983

il on Enamelac on fibreglass
with steel fasteners

so8 % 45,7 (20 =

Pravate collection,

The Netberlands

Range 1983

il on Enamelac on fibreglass
with aluminium

1314 % 1213 (51% = 47%)
Hannelore B. Schulbof

[MNot exhibired]

Pace 1984

Lascaux acrylic on fibreglass
with wood and aluminium
1515 % 66 % 71.1

(59% x 26 x 28)

Courtesy Galerie Lelong

Spectrum 11 1984

Ink on anodised aluminium
21.3 % 21.3 (8% x 8%)
Stedelijk Museum, Amsterdant

Caralyst 11l 1985
Imperva enamel on
aluminium with steel bolts
84 x g8.g (23 % 23)
Private collection

Courier 1 1985
Impervo enamel on
aluminium with alominium
fasteners 121.5 = 114

4 % gq™A)
FAE Museé & Art Cantemporain,
Pully/Lausanne

Expander 1983

Oil on aluminium with black
oxide steel bolts 71.1 % 71.1
(28 = 28)

Private collection

Administrator 1985

ylic on Lumasite
with black oxide bolts

121.8 % 1208 (48 = g48)

Crex Collecrion, Halien fiir newe
Kunst, Sebaffbausen

La IX acr

I'ransport 1985

Ol and Enamelac on
fibreglass with polished
redwood edge and aluminium

Hasteners 128.6

The Robert Ryman exhibition is mounted with assistance from the

Horace W. Goldsmith Foundation and the Patron

Pubilished by
o

late Crallery Pubilic

Tte Gallery aguy Al vighis re

Ml

Typeset anid printed in Girear Britain by Statu

73 Credential 1985
il on aluminium with
round-faced steel bolts
§ % §5.0 % 5.1
‘ 2)
Ralph and Helyn Goldenberg

Express 1985

0l on Enamelac on fibreglass
with black oxide steel bolts
and fasteners 273.7 % 120.7
(ro7% 7'3)

Crex Collection, Hallen fiir neuwe
Kunst, Schaffbausen

Constant 1987

Lascaux acrylic on Gator
board 43.2 % 42.6 (17 % 16%)
Barbara Gladstone

76 Journal 1988
Lascaux acrylic on Lumasite
and plastic with steel
243.8 x 243.8 (96 = 96)
Bonmefantenmuseum Maastricht,
The Netberiands

Initial 98¢

Oil on Gator board with
wood 60.3 x 58.4 (23% x 23)
Private collection

[Nor exhibited]

Locate 1989

01l on Garor board with

painted steel 50.8 x 48.3

(20 = 19)

Linda and Harry Macklowe

Versions VII 1991

Ol on fibreglass with wax
paper rt2g4 ® 1042

(44 = 41)

Constance R. Caplan, Baltimore,
Maryland

Versions XII 1901

Oil on Abreglass with wax
paper 47.6 x 43.2 (18% x 17)
Crex Collection, Hallen fiir newe
Kunst, Schaffbausen

Versions XVI 1992

Oil and pencil on fibreglass
with wax paper 36.2 = 33
(rghe % 13)

Crex Collection, Hallen fiir
newe Kunst, Schaffbawsen

Cover
Wlustration
Unititled 1950
(no.12) detail
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Exhibition at the Tate Gallery
ROBERT RYMAN

With assistance from the
Horace W. Goldsmith Foundation
and Patrons of New Art

17 February - 25 April 1993

Robert Ryman (b, 1930)

To Gertrud Mellon (1958)(cat.9)
Casein and graphite pencil on paper
29.9 x 30.5 (11 3/4 x 12)

¢ The Artist

Reproduction permission granted exclusively in
respect of publicity for Tate Gallery exhibition.

PLEASE RETURN TO THE PRESS OFFICE, TATE GALLERY,
MILLBANK, LONDON, SW1P 4RG
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Exhibition at the Tate Gallery
ROBERT RYMAN

With assistance from the
Horace W. Goldsmith Foundation
and Patrons of New Art

17 February - 25 April 1993

Robert Ryman (b. 1930)

Untitled (1958)

Casein and graphite pencil on paper mounted on board
85.6. x 34.5 (14 x 13 5/8)

¢ The Artist

Reproduction permission granted exclusively‘ir_a
respect of publicity for Tate Gallery exhibition.

PLEASE RETURN TO THE PRESS OFFICE, TATE GALLERY,
MILLBANK, LONDON, SW1P 4RG
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PI0341 Ryman trial type 10/1/93 4:15 PM Paged;

ROBERT RYMAN

The Painter’s Painter

Through January 4, 1994

THE MUSEUM OF MODERN ART
11 West 53 Street, New York

j Gallery, London. The New York showing is made possi-
Robart Ryman was organized jointly by The Museum of Modern Art, New York, and the Tate
ble by grants from IMULnnnm Foundation: The Bohen Foundation: the National Endowmant for the Ars; The Andy Warhol Foundation for the Visual
Arts, Ino.; and the Conternporary Exhibition Fund of The Museum of Modern Ant, estabiished with gifts from Lily Auchincioss, Agres Gund and Daniel

Shapiro, and My, and Mrs. Ronald . Lauder . T ! Mooy

_qu
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f Modern Art

ﬂ /gu,,,l $¢0€3 fhﬁwﬂr
d«?,z Roice , an,l <bat™
ﬂF'z,'sz(,ers@urfa
M&M'fm 44‘9'5(2?#) .ing for Ryman account (2945)

Wr‘uk.-
total amount spent for each part of our Ryman
(2945). It is accurate as of 1/18/94.

irtz

‘ees inti it labe
50. invitations)
110. 8/93 Graphics 753.00
1;3. 11/93 Graphics 3,878.00
ar 30.
10. TOTAL $4,631.00
ST ATTrSO IO 100. (budget) 3,500.00
9}? Allison Foltz 20.
9/14 Allison Foltz 70.
9/22 Allison Foltz 210. mailing/telephone
10/18 Allison Foltz 140. 11/15 ADM 3,516.45
10/26 Star Black 493. 8/19 Federal Express 20.00
(opening) 8/2 Federal Express 20.00
12/1 Allison Foltz 30. 9/93 ASI 74.00
12/15 Allison Foltz 10. 10/93 ASI 162.50
total telephone 1.97
TOTAL $1,388.
(budget) 1,000. TOTAL $3,794.92
(budget) 5,000.00

fset (for releases
8/16 Offset 820.

9/15 Offset 37.
9/16 Offset 74.
9/17 The Copy Room 12.
11/9 The Copy Room 16.
11/9 The Copy Room 32.

TOTAL $992.
(budget) 2,000.

11 Wast 53 Streel, New York, M.Y 10019-5498 Tel: 212-708-9400 Cable: MODERNART Talex; 62370 MODART
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The Museum of Modern Art

January 26, 1994

TO: Jessica Schwartz
FROM: Richard Rojo

RE: final accounting for Ryman account (2945)

Listed below is the total amount spent for each part of our Ryman
promotional account (2945). It is accurate as of 1/18/94.

61411 professional fees printing (press kit label,

7/6 Stefan Moday 50.00 invitations)

8/16 Susan Higgs 110. 8/93 Graphics 753.00

8/2 Emily Dean 115. 11/93 Graphics 3,878.00

8/31 Michelle Peltier 30.

8/27 Emily Dean 10. TOTAL $4,631.00

9/2 Allison Foltz 100. (budget) 3,500.00

9/7 Allison Foltz 20.

9/14 Allison Foltz 70.

9/22 Allison Foltz 210. mailing/telephone

10/18 Allison Foltz 140. 11/15 ADM 3,516.

10/26 Star Black 493, 8/19 Federal Express 20.

(opening) 8/2 Federal Express 20.

12/1 Allison Foltz 30. 9/93 ASI 74.

12/15 Allison Foltz  10. 10/93 ASI 162.
total telephone 1

TOTAL $1,388.
(budget) 1,000. TOTAL $3,794.
(budget) 5,000.

offset (for releases)
8/16 Offset 820.

9/15 Offset s
9/16 Offset 74.
9/17 The Copy Room 127
11/9 The Copy Room 16.
11/9 The Copy Room 32.

TOTAL $992.
(budget) 2,000.

11 West 53 Streal, New York, N.Y. 10019-5498 Tel: 212-708-9400 Caoble: MODERNART Telex 62370 MODART
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71933 photography TOTAL SES $15,138.14
4/21 Colorwheel 72.00
4/21 Modernage 37.90 (budget) 18,000.00
8/5 Colorwheel 550.00
8/3 Colorwheel 949.00 surplus 2,861.86
8/3 Modernage 112.00
8/3 Modernage 195.25
10/27 Modernage 45.00
10/27 Modernage 16.24
11/18 Modernage 84.00
9/21 Colorwheel .70
10/8 Colorwheel .50
12/13 Modernage 19.80
12/6 Colorwheel 56.00

TOTAL $2,411.39
(budget) 2,000.00

catalogs

8/3 Tate Gallery Pub 501.
9/93 Comp pubs 192.
9/93 Comp pubs 455,

TOTAL $1,148.
(budget) 2,000.

Security
9/22 PO 28408
9/24 PO 28445

TOTAL
(budget)

Operations

TOTAL $0.
(budget) 500.

press preview (1/22H3)
(charges pending) 0.

TOTAL 0.
(budget) 1,000.
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The Museum of Modern Art

February 7, 1994

Department of Public information
TO: - Joseph Molnar
FROM: Richard Rojo
RE: double charge in P.I. account 71911-2945
The below-listed items were charged twice to the Robert Ryman promotional
account this fall. They were originally charged as graphics charges
(71911-2945). They were then was transferred to "chargeout to outsiders”
(71753-2945), but not deleted from the original account (71911-2945).
Please delete the original charge, and let me know if I need to clarify
this (ext. 9758). Thank you.
Debit Credit Amount endo
n/a 71911-2945 $1,499.00 The Colorwheel

n/a 71911-2945 $112.00 Modernage

11 West 53 Street, Mew York, N ¥ 100195498 Tol: 212-708.9400 Cable MODERNART Telex: 62370 MODART Telelox: 212-708.9889
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The Museum of Modern Art

January 31, 1994

TO:  Sara Globenfelt @
FROM: Richard Rojo, PubH€ Information

RE: Transfer of expense

Depariment of Public Information

The below-listed changes are corrections of some expenses that I have
mischarged. Please give me a call at x9758 if you have any questions.
Thanks very much. .,

Debit Credit Amount Vendor
71911-0350 71911-2957 $418.50 Graphics
71911-2940 71911-2941 $652.00 Graphics
71622-2932 71622-0350 $103.55 Security
61411-2994 61411-2945 $450.00 Peter Moore
61411-2994 61411-2945 $1,224.75 Kenneth Collins

72141-2994 72141-2944 $482.00 Photography New York

11 West 53 Sireet, New York, N.Y. 10019-5498 Tel: 212-708-9400 Cable MODERNART Telex: 62370 MODART Telefox: 212-708-9689




