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Review: Pop Art in the UK and US

Independent Group
Institute of Contemporary Arts, London

Pop Art, New York City



Institute for Contemporary Arts [ICA], London, 1946

Roland Penrose and Herbert Read, the founders of the ICA, sought to create a space where
artists, writers and scientists could debate ideas outside the traditional confines of the Royal
Academy.

Far Left: Sir Roland Penrose (1900-1984)

Center: Herbert Read (1893-1968)
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SCIENCE FICTION By F. L. Wallace

Right Above: Wall
Panel with Robie
the Robot from

This is Tomorrow
Exhibition

Right: Cover used by
McHale as
illlustration

Richard Hamilton, She, 1958-61; oil and collage on panel
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Independent Group, London

Exhibition: Growth and Form, 1951

Institute for Contemporary Art



D’Arcy Wentworth Thompson

On Growth and Form (1917)







Richard Hamilton [1922-2011]

Growth and Form, Institute for Contemporary Arts,
London, July 3-September 1, 1951







! n ntemporary Arts, an independent, non-
profit Kdng ional b g A 0 enoourage collaboration between
various arts, and to promote the best experimental work on a non-commeroial bas

PROJECT (1) Subjeot: ¥ xhibition 1spired by D'Arcy Wentworth Thompson's
k) will consist of large-soale models, oine-projeotions
photographs to demonstrate the development of natural
struotures and the beauty of the visual material of science.
Tuesday, July 3rd, 195 urday, September 1at.
Institute of Contemporary Arts,
17-18, Do Street, Ploocadilly, London, W.1.
To tour abroad (America and Europe) subsequently.
(&) Conourren A symposium v , entitled "Aspeots of Growth and Form",
Aotivities: 11 be publish I.C.A. by Lund H
neocusly with th ition with contributi
of the highest

e to ideas of import-
porary thought = to the artist no less than
review of these ideas can provide a valuable contri-
of matter and organisms.

exhibition consists of the following members:-

Brumwell (chairman) n
Dr. J. Needham Ronald Avery
Dr. Bronowski Ernest Follak
anfort Riohard Hamilton
ddington Ewan Phillips

ose work is related to the subject have
to obtadir their support in any or all of

al specialists concerning specific exhibits

tion toward fund to provide finance for the setting.

6 expressed interest:=
hanoe Bros., Ltd.
English Electric Co.
, Ltd.




The Skylon, a “vertical feature” of the Festival of Britain. It was designed by Hidalgo
Moya, Philip Powell, and Felix Samuely, fabricated by Painter Brothers of Hereford,
England, and was located on London’s South Bank.



Independent Group, London
Exhibition: Parallel of Life and Art, 1953

Parallel of Life and Art

Held at the Institute of Contemporary Arts

September 11th to October 18th, 1953.
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Independent Group, London
Exhibition: Parallel of Life and Art, 1953

Institute for Contemporary Art



Independent Group, London
Exhibition: This is Tomorrow, 1956

Institute for Contemporary Art
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Richard Hamilton

“What Is It That Makes Today’s Homes
So Different? So Appealing?”

1956




Richard Hamilton, She, 1958-61; oil and collage on panel
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Richard Hamilton with photographer Robert Freeman, Self-Portrait, cover of Living Arts, 2 (1963)
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1960s



John McHale, Construction Kits, 1954
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John McHale, “Machine-Made America |,”
1956-57, collage




John McHale, “Machine-Made America II,” 1956-57, collage

John McHale, “Machine-Made America I,” 1956-57, collage
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Eduardo Paolozzi
“I Was a Rich Man’s Plaything”
from Bunk

1947




Eduardo Paolozzi

“Fountain” Eduardo Paolozzi
1951-52 “Cyclops”
Steel, copper alloy and paint 1957

Bronze



John Cage, New School for Social Research,
1956-1960; Taught a groundbreaking
courses on composition at the New
Bauhaus, Black Mountain College, and The

New School in NY; EVENT SCORES Jackson Pollock, Cathedral, 1947




BLACK MOUNTAIN
COLLEGE

f»s! in 1933: closed 1956
Experimental school with
emphasis on fine arts §

Erogrcsslw education.

ampus was 5 mi. NW,
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John Cage, David Tudor, Robert Rauschenberg, et.
al., Theater Piece No. 1, 1952 — a happening
Cage was influenced by Eastern philosophies,

especially in Zen, from which he gained a treasuring

of non-intention.

Bottom right: Robert Rauschenberg, White Painting

(Seven Panels), 1951




“Automobile Tire Print” (1953), by John Cage and Robert Rauschenberg, is a 23-foot-long
automobile tire track on a scroll. It was a deliberate provocation to Abstract Expressionism,
the dominant American art form of the early 1950s. Abstract Expressionism held dearly
onto the painted mark as the unique trace of the individual who makes it. With one
burned rubber streak, Rauschenberg and Cage ran over the Expressionists' claims to
authenticity, spontaneity, and risk.




How is this anti-
retinal?

How does this
play with the
EERIRGULE
“readymade”?

John Cage and Robert Rauschenberg, Automobile Tire Print, 1953



An Oedipal act?

Artist: Robert Rauschenberg
Title: “Erased de Kooning”

Date: 1953




Artist: Willem de Kooning
Title: “Woman 1I”

Date: 1950
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Robert Rauschenberg, Erased de Kooning, 1953

Robert Rauschenberg, White Painting
(Seven Panels), 1951

John Cage, in the midst of his studies of
Zen Buddhism and unintentional acts,
wrote a poem about the work that begins:

“To Whom/No Subject/No Image/no
Taste/No Object/No beauty...”




Robert Rauschenberg, Pelican, 1965



Jasper Johns (far right) and Robert Rauschenberg (far left)
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Materials: encaustic, oil, newspaper on fabric mounted on plywood



The modern / contemporary art community was searching for
new ideas to succeed the pure emotionality of the Abstract
Expressionists. Johns' paintings of flags, targets, maps, invited
both the wrath and praise of critics. Johns' early work combined a
serious concern for the craft of painting with an everyday, almost
absurd, subject matter.

It was a new experience for gallery goers to find paintings solely of
such things as flags and numbers. The simplicity and familiarity of
the subject matter piqued viewer interest in both Johns'
motivation and his process. Johns explains, "There may or may
not be an idea, and the meaning may just be that the painting
exists."

How is this work deploying Duchamp’s idea of the “readymade”?
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Materials: encaustic, oil, newspaper on fabric mounted on plywood



Title: “Target with Plaster Casts”

Date: 1955
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Artist: Jasper Johns
Title: “Flag”
Date: 1954

Artist: Jasper Johns

Title: “Painted Bronze Beer Cans”

Date: 1960



Artist: Robert Rauschenberg

Title: “Bantam”

Date: 1954

Artist: Robert Rauschenberg
Title: “Bed”

Date: 1955

Concept: FOUND OBJECT




Robert Rauschenberg, Monogram, 1959 Concept: “Combine”




the “drip”

staging or triggering “chance”



FLATBED PICTURE PLANE
Leo Steinberg

%“.& %"? o

Robert Rauschenberg, Monogram 1957 59



| borrow the term from the flatbed printing press—‘a horizontal bed on which a horizontal
printing surface rests’ (Webster). And | propose to use the word to describe the
characteristic picture plane of the 1960s—a pictorial surface whose angulation with
respect to the human posture is the precondition of its changed content.

But something happened in painting around 1950—most conspicuously (at least within
my experience) in the work of Robert Rauschenberg and Dubuffet. We can still hang their
pictures—just as we tack up maps and architectural plans, or nail a horseshoe to the wall
for good luck. Yet these pictures no longer simulate vertical fields, but opaque flatbed
horizontals. They no more depend on a head-to-toe correspondence with human posture
than a newspaper does. ‘The flatbed picture plane makes its symbolic allusion to hard
surfaces such as tabletops, studio floors, charts, bulletin boards—any receptor surface on
which objects are scattered, on which data is entered, on which information may be
received, printed, impressed—whether coherently or in confusion.

The all-purpose picture plane underlying this post-Modernist painting has made the
course of art once again non-linear and unpredictable. What | have called the flatbed is
more than a surface distinction if it is understood as a change within painting that
changed the relationship between artist and image, image and viewer. Yet this internal
change is no more than a symptom of changes which go far beyond questions of picture
planes, or of painting as such. It is part of a shakeup which contaminates all purified
categories. The deepening inroads of art into non-art continue to alienate the connoisseur
as art defects and departs into strange territories leaving the old stand-by criteria to rule
an eroding plain.



Yayoi Kusama, Happening, NYC, 1967

Embracing the rise
of the hippie
counterculture of
the late 1960s,
Kusama came to
public attention
when she
organized a series
of happenings in
which naked
participants were
painted with
brightly colored
polka dots.

What is
“counterculture?”



COUNTER CULTURE

Theodore Roszak, The
Making of a Counter
Culture, published 1969

Counter culture refers to
youth culture rejecting
technocracy, the regime
of corporate and
technological expertise
that dominates
industrial society.
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Her innovation lay in configuring the
entire exhibition as a single work,
which consisted of one of her
‘Accumulation’ sculptures.

Yayoi Kusama, Compulsion
Furniture, 1964



Kusama, Whitney Accumulation No. 1, 1963



Kusama, Accumulation, 1963
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Yayoi Kusama, Dots Obsession, 2012 — INFINITY NETS
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"New Realists" exhibition, Sidney Janis Gallery, New York, 1962

54 international artists, twelve of them Americans
They included Roy Lichtenstein, Claes Oldenburg, James Rosenquist, Andy
Warhol, Tom Wesslemann, Jim Dine, Robert Indiana, George Segal, and

Wayne Thiebaud.

There were also French, Italian, English, and Swedish artists.



Claes Oldenburg, Chocolates in a Box, 1961 Claes Oldenburg, Giant Blue Pants, 1962



Claes Oldenburg, Floorburger, 1962 — SOFT SCULPTURE

Oldenburg also infused many of the objects with an aggressive flair, which he
described as an "unbridled intense satanic vulgarity.” Oldenburg has explained, "I like
to work in material that is organic-seeming and full of surprises, inventive all by itself."



Claes Oldenburg, The Store, 1961-62

The Store was an idea that came to Oldenburg while driving in P-Town on the tip of Cape Cod in
Massachusetts with the artist Jim Dine. Oldenburg explains: “I drove around the city one day with
Jimmy Dine. By chance we drove through Orchard Street, both sides of which are packed with small
stores. As we drove, | remember having a vision of “The Store.” | saw in my mind’s eye a complete
environment based on this theme. Again, it seemed to me that | had discovered a new world. | began
wondering through stores — all kinds and all over — as though they were museums. | saw the objects

displayed in windows and on counters as previous works of art.”



The Store was presented in a storefront
in Manhattan’s Lower East Side, where
the artist both made his wares and sold
them to the public, thus avoiding the
usual venue of the commercial gallery.
He filled the shop floor to ceiling with
sculptures inspired by the tawdry
merchandise he saw regularly
downtown. He is practicing and
rethinking an old tradition in art,
verisimilitude. Do you know what this
word means? |t means the appearance
of truth; the quality of seeming to be
true. The objects in Oldenburg’s Store
were made of plaster soaked muslin
placed over wire frames which were
then painted and priced for amounts
such as 198.98. There was everything
from lingerie, to fragments of
advertisements, to food such as ice-
cream sandwiches and hamburgers — all
roughly modeled and garishly painted in
parody of cheap urban wares.




For Oldenburg, such free-form
theatrical events were closely tied to
their environment: "The ‘happening’

is one or another method of using
objects in motion, and this | take to
include people, both in themselves
and as agents of object motion." He
makes the object performative. He
‘;1 tells us in 1962:

| The performance is the main thing, but when
it is over, there are a number of subordinate
pieces, which may be isolated, souvenirs,
residual objects. To pick up after a
performance, to be very careful about what is
to be discarded and what still survives by
itself. Slow study and respect for small things.
One's own created 'found objects.' The floor
of the stage is like the street. Picking up after
is creative. Also the particular life of objects
must be respected.
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Claes Oldenburg, Bedroom Ensemble, 1964



The shapes of the
furniture are skewed as if
rendered in a perspective

drawing, giving an

exaggerated illusion of
depth. The theme of
illusion is continued in
the textures and
materials of Oldenburg's

Bedroom - in the
commercial imitations of

marble, fur and leather.

None of the furniture is
real; none of the

accessories operate: the

entire work is an illusion
of functionalism.



Edward Kienholz, “Jane Doe,” 1959



Robert Bucknam, Kienholz Delivering
“John Doe” to Ferus Gallery, ca. 1961

In 1957 Kienholz started the Ferus
Gallery with Walter Hopps.

Edward Kienholz, “John Doe,” 1959



Why is John Doe like a piano?

Answer: Because he is square, upright, and
grand.



Edward Kienholz, “Jane Doe,” 1959; “John and Jane Doe”
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Edward Kienholz, The Beanery, 1965
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James Rosenquist, Artist with Billboard Workers from the Artkraft Strauss Co., NY, 1958




James Rosenquist, Flower Garden, 1961



Rosenquist’s Process: gridding graphic imagery
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Rosenquist’s Process: collage of magazine graphics




James Rosenquist, Marilyn Monroe |,
1962

At 93” x 72” it is a large painting that
pays homage to a new type of telegenic
theology. Rosenquist was moved to
make the painting upon the suicide of
the screen icon and sex symbol. In it we
see an inverted portrait of Monroe
interwoven and superimposed with
disjointed parts of Marilyn’s name,

image, and the trademark script of the
Coca-Cola logo.

Rosenquist said, “Painting is probably
more exciting than advertising —so why
shouldn’t it be done with that power
and gusto, that impact? When | use a
combination of fragments of things, the
fragments or objects or real tings are
caustic to one another, and the title is
also caustic to the fragments.”

www.moma.org




James Rosenquist, F-111, 1965

Probably his most famous
painting, F-111deals with the
disturbing yet seductive nexus
of consumerism and militarism.
[Remember Eisenhower’s
speech of 1961 on the “military
industrial complex.”] The

painting measures 10 feet high
and 86 feet long. It was
originally exhibited in the front
room of Leo Castelli’s
townhouse gallery on East 77t
Street, wrapping itself around
the room’s four walls.



https://www.facebook.com/trent.straughan/videos/10155059212674640/?pnref=story
https://www.facebook.com/trent.straughan/videos/10155059212674640/?pnref=story
https://www.facebook.com/trent.straughan/videos/10155059212674640/?pnref=story
https://drive.google.com/file/d/0B_XfGQQbTJaAUzE5dUhzbkpKcEE/view
https://drive.google.com/file/d/0B_XfGQQbTJaAUzE5dUhzbkpKcEE/view










WHY, BRAD DARLING, THIS PAINTING IS A
MASTERPIECE/ MY SOON YOU'LL

HAVE ALL OF NEW YORK CLAMORING
FOR YOUR WORK/

Roy Lichtenstein, Masterpiece, 1962
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Roy Lichtenstein, Image Duplicator, 1963

We see in Image Duplicator the
famous technique of rendering the
print procedure through Benday
dots. The Benday Dots printing
process was named after illustrator
and printer Benjamin Day. Small
colored dots are closely-spaced,
widely-spaced or overlapping.
1950s and 1960s pulp comic books
used Benday dots in the four
process colors (Cyan, Magenta,
Yellow and Black) to inexpensively
create shading and secondary colors
such as green, purple, orange and
flesh tones. Lichtenstein has
translated and transformed in scale
the printing process to painting.






Roy Lichtenstein, Brushstroke, 1996,
Hirshhorn Museum, Washington, DC

enlarged and fabricated 2002-03
Painted aluminum




Andy Warhol (né Andrew
WETRTOIE)

[1928-1987]

* Moved to New York in 1949
to work in the commercial
world after studying
commercial art in Pittsburgh
at the Carnegie Institute of
Technology.

* Over the next decade he
produced numerous works
as a commercial artist and
illustrator.

* Many of his early works
related to fashion, including
drawings of shoes, purses,
necklaces, and gloves. In the
late 1950s he drew
hundreds of shoe ads for I.
Miller, which were published
on Sundays in the New York
Times.

* Some included captions
distinctively written by his
mother, Julia Warhola.
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Throughout the 1950s, Warhol's illustrations
appeared in magazines to accompany articles
as advertisements.




Andy Warhol, Gee, Merrie Shoes, 1956
monoprint 9% x 8 in.

Warhol, Artists Book, 1954-56




Bonwit Teller window display featuring artwork by Andy Warhol, 1960
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The Story of Moondog, album cover illustrated by Julia
Warhola, 1957
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| Plump Weomen Make
The BeST Wives'

CAYS ROSSAN® FRAZZY .. .,

I WAS THERE When : i&
! That Arab King Yanked &
Oyf His Tee*h \j

Andy Warhol,

National Ennguirer, 1958 Andy Warhol
ballpoint ink on paper Pirates Sieze Ship, 1961
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Andy Warhol, TV, 1961

Inel TV CO




Andy Warhol, Dick Tracy, 1960



WHY, BRAD DARLING, THIS PAINTING IS A
MASTERPIECE/ MY, SOON YOU'LL

HAVE ALL OF NEW YORK CLAMORING
FOR YOUR WORK/

Roy Lichtenstein, Masterpiece, 1962

Roy Lichtenstein, Girl with Ball, 1961

Benday dots -- The famous technique of rendering printed form; Used in
comic strips



Andy Warhol, Dick Tracy, 1960



Andy Warhol, Do It Yourself (Seascape), 1962 Andy Warhol, Do It Yourself
(Flowers), 1962



Andy Warhol, Do It Yourself (Sailboat), 1962

Warhol, Do It Yourself
(Narcissus), 1962
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Andy Warhol, 200 Campbell’s Soup Cans, 1962



Seriality, Repetition, Mass Production

Robert Indiana once said "l knew Andy very well. The
reason he painted soup cans is that he liked soup."

And Marcel Duchamp said "If you take a Campbell's
Soup can and repeat it fifty times, you are not
interested in the retinal image. What interests you is
the concept that wants to put fifty Campbell's Soup
cans on a canvas."
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Andy Warhol, 200 Campbell’s Soup Cans, 1962



Warhol, Campbell’s Soup Cans, 1962
32 canvases

Warhol said of Campbell’s soup, “I
used to drink it. | used to have the
same lunch every day, for 20 years. |
guess, the same thing over and over
again.”




' ;
CONDENSED A nearby supermarket piled up
i real Campbell's soup cans in
their window, advertising them

as "the real thing for only 29
cents a can."
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Warhol, Tomato Soup, 1962



Six of the Warhol paintings were sold for S100 each. The buyers
included Don Factor, Betty Astor, Ed Jans and Bob Brown. Irving Blum
ended up getting the buyers to relinquish their ownership so that he

could keep the set together, and bought the entire series for
$1,000.00 from Warhol, paying him $100.00 a month. A year after
Warhol died, Irving Blum was offered $10 million for the paintings.
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Warhol, Marilyn Monroe, 2 Panels, 1962 -- SILK SCREEN OR SERIGRAPH




Perception in Motion:
Op, New Tendencies and GRAV



Geometric
Abstraction
Mid 20th

Century

Op Art
Responsive Eye
New Tendencies

Neo-Constructivism

French Groupe de
Recherche d'Art Visuel
[GRAV], Italian Gruppo N
and Gruppo T, German
Zero Group, Spanish
Equipo 57, Dutch NUL,
and the American
Anonima

Perception
Gestalt
Movement
Process
Information



Zero Group



Otto Piene, Light Ballet, Galerie Schmela, Disseldorf, 1959-61




LIGHT BALLET

Otto Piene, Electric Rose, 1965

HOWARD WISH GALLURY 50 W, 7™ ST. NEW YORK 18 N.Y,




Otto Piene, Light Space, 1960

In describing the
meaning and significance
of the name “Zero,” Otto
Piene wrote:

“From the beginning we
looked upon the term
[Zero] not as an
expression of nihilism —
or as a dada-like gag, but
as a word indicating a
zone of silence and of
pure possibilities for a
new beginning as the
count-down when
rockets take off — ZERO is
the incommensurable
zone in which the old
state turns into the new.”






Groupe de Recherche d'Art Visuel
[GRAV]



Plan and diagram of Julio Le Parc with
oW o i R s ek PRl members of GRAV, “Labyrinthe,” 1964-65.
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In 1963, GRAV and New Tendencies artist Julio Le Parc gave conceptual form to this
translation of the Gestalt in words and form, a text titled “Proposal for a Place of
Action” and the team-driven total environment of “Labyrinth,” the first purely

collective artwork of GRAV. Le Parc explained the goal of the collective work:

The tendency we are advocating strives to open up the work, and to alter the work-
spectator relationship. It asks the spectator to play a more active part...The end
purpose of our work is to free people from their dependence — passivity —and
from their usually individual leisure activities, and involve them in an activity that
will trigger their positive qualities in a climate of communication and interaction.



Gestalt — an organized whole
that is perceived as more
than the sum of its parts.

Figure and Ground = Whole

Gestaltung — organization,
configuration, composition

Gestalt as perceptual whole;
gestalt as social collective




Paris Biennale 1963

GRAV


https://www.youtube.com/watch?v=C3PH-u9Zsgo




Op Art
[Optical Art]



Victor Vasarely

~ (1906-1997)
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Victor Vasarely, Berc, 1967



Vasarely, Kroa A, 1968



Bridget Riley (b. 1931-)



Bridget Riley, Movement in Squares, 1961
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Bridget Riley, Loss, 1964
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Bridget Riley, Aurulum,
1978







Gestalt — an organized whole
that is perceived as more
than the sum of its parts.

Figure and Ground = Whole

Gestaltung — organization,
configuration, composition

Gestalt as perceptual whole;
gestalt as social collective




Nouvelle Tendance/New Tendency:
(Neo)Constructivism and Kinetic Art

Founded in Zagreb (today Croatia, in 1961 Yugoslavia)



diegrguEng

HelddBinkell

23960 CCOID
I360CCECOIIN

P60C0LHIING
ol ol o “X°I°Jo o 1ol o
0CLOIINABL

nove tendencije 2

galerija suvremene umjetnosti, zagreb, katarinin trg 2 1 august - 15. septembar 1963

CCUIINAOCCE
COIINAGCLH




New Tendencies Exhibitions:

1961

New Tendencies

1963

New Tendencies 2

1965

New Tendency 3

1968-1969

Tendencies 4 (1968-1969) Computers and
Visual Research

1973

Tendencies 5 Section: Computer and Visual
Resea

" 2o “ Ny .
PRSI N SN —
! M

New Tendencies Colloquia and Symposia:
1962

Meeting of the Nouvelle Tendance (New
Tendency)

1965

Working Meeting of the Participants in NT3
1968-1969

Tendencies 5 (1973), The Rational and Irrational
in Visual Research Today. Symposium, Match of

ideas
1978

Tendencies 6 (1978), Art and Society

International Symposium

New Tendencies 4 (1968-1969) Computers and New Tendencies Publications:

Visual Research
1971
Art and Computers 71. Colloquium
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bit 4 DitC

the theory . kompjuternn  computers

Leorija 3l .
informacifa of informacions i vizualna  and visual
FNova and the new istrazivanja  research
estetiks aeschetics

New Tendencies published nine issues of a multilingual magazine called Bit International



George Rickey, Crucifera, 1965

Rickey (1907 -2002) was an American
kinetic sculptor.

Rickey, “The New Tendency (Nouvelle Tendance — Recherche Continuelle”

a.
b.

= A Y

New ideas of space — as a continuum

Use of micro-elements, too numerous to count, too small to be seen as separate forms, too
large to be merely texture

Non-Euclidean geometry of curves, tangents, overlays, and interlockings which are
computed but not mathematically

Light itself as expressive means

Movement itself

Optical phenomena — artist using reaction to stimuli of the eye itself
Objectification/Constructivist: mathematical relationships, chance/randomness, interactive
Bypassing traditional materials



Francois Morellet,
Random Distribution of
40,000 Squares using
the Odd and Even
Numbers of a
Telephone Directory,
1960

QOil on canvas




Francois Morellet, Random Distribution of 40,000 Squares using the Odd and Even Numbers of
a Telephone Directory, Installation view at Kunsthaus, Zurich 2006
Wallpaper, carpet, light bulb



CONCRETE ART
Above: Theo van Doesburg, Counter-Composition, 1925
Below: Max Bill, Example of Concrete Art, 1967

Morellet on “Random Distribution...”

From an early stage in my career | looked for ways to take
the fewest possible subjective decisions in the process of
the creation of a painting. | wanted to be radically different
from the lyrical abstraction of the Ecole de Paris, which was
the mainstream trend at that time, represented by popular
artists such as Mathieu. An earlier influence on how |
thought about my painting came from a stay in Brazil, where
my wife and | planned to emigrate to escape a possible third
world war that threatened to spread from Korea during the
early 1950s. In 1950 Max Bill had a big exhibition at the
Museu de Arte Moderna in Sao Paulo, which had a
tremendous impact. His work and approach (what he called
‘Concrete art’) was a major influence in South America from
that time and until now. | went over to Brazil shortly after
this show, which | discovered only through photographs and
enthusiastic comments from young Brazilian artists.
However, the legacy starting with Mondrian, followed by
the Concrete movement with Theo von Doesburg, then with
Bill, was preceded by my very first enthusiasm for Oceanian
‘Tapas’ with their repetition of printed shapes, which |
discovered at the ethnological Musée de 'Homme of Paris
in the 1940s. My third major shock came from the abstract
Islamic networks of lines and repetitive pattern all over the
walls of the Alhambra Palace in Granada on my first visit

in 1952.
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SRS,

Francois Morellet, Untitled Re-Installation of Light-Room Piece, c. 1965/2011, Centre
Pompidou




Francois Morellet, Lamentable, 2006




Hugo Rodolfo Demarco, Untitled, c. 1965




Hugo Rodolfo Demarco,
Déplacement continuelle, 1962,

Paris

Electrical system, black neon light
with reflector, aluminium and
painted metal on wooden box
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Jésus Rafael Soto, Houston Penetrable, 2014

- —— -






http://www.mfah.org/exhibitions/past/jesus-rafael-soto/
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Nino Calos - Luminoso Mobile 135B — 1966
Aluminum, plexiglass, electric motor, neon tubes






Giovanni Pizzo/Gruppo 63- - Gestalt Sign n.4 — 1962-1963 paint on masonite










Enzo Mari, Structure 864, 1967, Anodized aluminum cubes, laminated lithograph



Alberto Biasi - Light Prisms (tuffo nell'arcobaleno) - 1969





https://www.youtube.com/watch?v=Qw764twB0CM
https://www.youtube.com/watch?v=Qw764twB0CM

(

MoMA, William C. Seitz

February 1965

|


http://www.youtube.com/watch?v=GxgqN2Gf-Do
http://www.youtube.com/watch?v=GxgqN2Gf-Do
http://www.youtube.com/watch?v=vaUme6DY8Lk
http://www.youtube.com/watch?v=vaUme6DY8Lk

