Judith Leyster, Self-Portrait, 1633
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, /., Dame Laura Knight, Ruby Loftus Screwing
%S 3 Breech Ring, 1943
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. * Loftus was 21 years old when she

: quickly become an expert in the
production of breech rings.

* [t took her seven months, rather than
the several years it normally took.

e The British government commissioned
the painting to promote women's work
in factories;

! « Women dominate the picture, and

only one man is visible, in the

! background.

* It was unveiled during WW Il at the
1943 Royal Academy Summer
Exhibition.

It was voted best picture of the
exhibition.

e The painting was reproduced in a
large-scale poster version by the WAAC
[Women’s Army Auxiliary Corps] for
display in factories across the country.
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The American Abstract Artists Portfolio, Title Page: Exhibition April 3-17, 1937,
Squibb Galleries, New York



Pop Art/Minimalism

i\ Gamptil ampoil Camp il Comp il Cimprt': : wz WWWWWEW
Ap. Ak | g

‘ \ o | {
soup | Zovr | newp | Savs | Sevr ‘swr

fﬁwww

» -""' seur_| Sevr | I’-au? |

B

| ‘Beur | gevz |

TOMAY ‘~ v vi i | B |
5oV | Sewr 'm’u.ur seur | seur || Tevr | Sewr [ Heur n-n‘lmvr devr | Beur nur

Sl —@www“ww o

..ovr I x.ur Seur Seue | -0.!" a2 g

Wm—@—w%%ﬁﬁﬁm'

f! luup l 4 yP | _Seyr  Sour

|

QuP l toyp xu ¢ | 2our . Soyr ‘ NuP

S—ur | loul' oul uur ﬂo‘r lulr Sour

h-v Sevr | Seur l.ur S "'" L L !w' ,w,.» ,u’ur

AR ,
gev? | gevr ‘!0\? | seu2

Sevy _ _ Sevr up | Kaus | SOUP | Seur Seur | seup smur:

Sour

[
‘0\»? 1‘ lovl sev? | l

!Qﬂl’? IQIII ‘0!'? ﬂ.lh

‘0"' §0\u‘

e ? Sauw

’W"’W
| & |

sour taun sour seu

ww%@ fias ﬁ ‘ ...\—ﬂw&ﬁ anple

g seur | Seur | 450k | Sau
wwwﬁﬂﬁﬂﬂiﬁwwuwﬁﬁﬁﬁm%

Andy Warhol, 200 Campbell’s Soup Cans, 1962

Donald Judd, Iron Stacks, 1965-8
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Lee Krasner, The Seasons, 1957
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A Ll Rrrunc Tobtl on
MODERN ART

FIFTEEN DISTINGUISHED CRITICS AND CONNOISSEURS
UNDERTAKE TO CLARIFY THE STRANGE ART OF TODAY

1
Here the tech
the penthol
experts from both

rs the art of painting has exhibited a variety of
i ified in the public mind with the
in the works by such acknow-

OR about 40

manifestations

phrase “mode:
I

d masters as ( -
tions made thei e in the studios of Paris in the first
decade of this century, multiplied into a kaleidoscope of new artistic
styles, found a kinship with a wide variety of intellectual currents
spread thro ut the world wherever artists paint. Today the
front the visit most any gallery as strange distortions of reality,
private nightma , human figures and
objects that “look wron, al patterns that wd
with nothing recognizable in nature, * “modern™ works do not, of
course, constitute the whole of 20th Ceutury art. Many artists have
remained quite unaffected by them, others have
1 periods of their careers. Neverth ay
modern’™ movement has constituted the dominant trend in
cen encouraged by important institutions.
And it has left behind it so much
at part of the public has become

depictions of

during
that t
the art of our time. It has
It has been promoted by art deale;
controversy and confusion that
antagonistic to contemporary paintin,

It is not easy to sum up the natur
: e a number of offic

modern art in a few wor
cubism, surrealism,

rse there tegories
expressionism, futurism, abstractionism, nonobjectivism and so on.
But when the layman uses the phrase he has in mind two particular
s which, for him, set this art off from more conventional
rst of all, he finds it difficult to understand; sec ly, he
n itsell with the “beautiful™ but
cassured to find that this

s that it does not conc:
with the “ugly” or the strange. The layman
kind of painting has drawn the fire of distinguished thinkers. Arnold
Toynbee, for example, has declared that modern art is symptomatic
of a decay in the moral values of ou and in a well-known essay,
{rt and the Obvious, Aldous Huxley de; much mod-
grips with what ous truths”

ern art to come t
of human life.
Now from the point of view of our civilization as a whole, this sit-
uation certainly has its dangers. It may well be true that there has
always been a gap between the most vital art of a given period and

t masters of the Renaissance
*hensible to the public of their
not fully comprehensible ey -
to one whose edu ensitivity i icient. Yet th

rars to be wider—some would even argue that it i
And it leaves us with this question: How «
urs continue to flourish without the human:
rt that is understood and enjoyed by a large pub-

s defi

influence of a livi
lic?

In order to shed some light on this
1o hold a bject in accordance with the tec
alread ation of the Pursuitof Happine

ht oup of distir

he editors of Lire determined

ight together a g
critics and connoisseurs and posed to them the following que:
modern art, considered as a whole, a good ora bad development?
is to say, is it something that responsible people can support, or may they
neglect it as a minor and impermanent phase of culture?

It was an exciting debate documented throughout by pictures from
the collection of New York's Museum of Modern Art and from other
collections, many of which are reproduced herewith. The panel of 15
had nany miles to get there: Aldous Huxley from California:
S Ashton and Raymond Mortimer from London; G
Duthuit, editor of Transition Forty-Eight, from Paris. The “loc: -
ives from St. Louis, New en and New York were equally
distinguished and are listed below. The Table was carefully balanced
between those who were known to be enthusiasts for “modern art” and
those who had r red serious criticisms of it. Yet even more im-
portant than the balance was the caliber of the participants. The object
was to obtain a discussion n persons whose knowledge of art
could not be questioned, irrespective of whether one might ormight not
> with their evaluation:
1ere is no more compl subject in the world than that of es-
thetics. To ask these gentlemen to be honest was, in effect, to ask them
to disagree; indeed, as a number of them pointed out
agreement could be reached concerning the important issues of art

complete

TEXT CONTINUED ON PAGE 65

WHO’S WHO AT THE ROUND TABLE (OPPOSITE)

gentleman whose head shows in the lower left-hand corner

is Clement Greenberg, avant-garde . Next, going around the
table clockwise, is James W. Foshurgh, Lire adviser; Moderator
Russell W. Davenport (in light suit); Meyer Schapire

rts, Columbia Uni sorges Duthuit, editor of Transi-
Aldous Huxley (leaning forward),
noted authc aylor (behind Mr. Huxley), direc-
tor of New Y el tan Museum of Art; Sir Le
(shirtsleeves). director of Victoria & Albert Museum, Londe

professor of

56

irk Askew Jr., New York art dealer: Raymond Mortimer,
d author; Alfred Frankfurter, editor and publisher,
( ad in hand), professor of philoso-
> and lecturer; Charles Sawyer,
1. W. Janson, professor of art
ashington University, St. [ . Not shown in
this picture y yor, curator of prints, Metropolitan
Museum, New York and James T | Soby, chairman, Department
of Painting and Sculpture, Museum of Modern Art, New York.

land; R.
British

Y . N
LIFE'S ROUND TABLE DELIRERATES IN THE PENTHOUSE ATOP MANHATTAN'S MUSEUM OF MODERN ART

CORTIAVED DM WERY PASE

“A Life Roundtable on Modern Art,” October 11, 1948
“late bohemian enterprise”




+
1 “Life’'s Round Table on Modern Art,” Life, 11 Oct. 1948, 57.
Life Magazine, © Time Warner, Inc.
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Peggy Guggenheim, Art of this Century Gallery,  “p jjfe Roundtable on Modern Art,” October 11, 1948
1942-47 — Dada and Surrealism in NYC “late bohemian enterprise”



Spring 1945 "A Problem for Critics”
exhibition at the Art of This Century
Gallery

Included works by: Joan Miro, Hans
Hofmann, Jackson Pollock, Arshile Gorky,
Adolph Gottleib and Mark Rothko

Crnitics met Peggy Guggenheim's challenge
by naming the new movement
Abstract Expressionism

Jackson Pollock. Moon Woman. 1942,




Peggy Guggenheim in the Art of This Century Gallery




From January 5 to February 6, 1943, Art of this
Century Gallery hosted the first of two
exhibitions with exclusively women artists.

The 31 artists in the exhibition came
from sixteen countries. All but one.
(Djuna Barnes) was under 30-years-old.
These artists included: Xenia Cage,
Leonara Carrington, Maria Elena Vieira
da Silva, Eyre de Lanux, Leonor Fini, Elsa
von Freytag-Loringhoven, Suzy
Frelinghysen, Meraud Guinness, Anne
Harvey, Valentine Hugo, Buffie Johnson,
Frida Kahlo, Jacqueline Lamba (Breton),
Gypsy Rose Lee, Aline Meyer Liebman,
Hazel McKinley, Milena Pavlovic-Barilli,
Louise Nevelson, Meret Oppenheim,
Barbara (Reis) Poe Levee, Irene Rice
Pereira, Kay Sage, Sonja Sekula,
Gretchen Schoeninger, Esphyr
Slobodinka, Hedda Sterne, Muriel
Streeter, Dorothea Tanning, Sophie
Taeuber-Arp, Julia Thecia, Pegeen Vail
Guggenheim



Sigmund Freud

unconscious

Left: André Breton, Qu’est-ce que le Surréalisme? 1934
Right: Painting on cover and below Rene Magritte, The
Rape, 1934-35




Audiences of the time recognized the title as a

A e - reference to Sacher-Masoch's erotic, masochistic
- novel Venus in Fur (1870), which draws themes
2% %%, S - _ - - of female dominance.
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Meret Oppenheim, Object (Lunch in Fur), 1936



Meret Oppenheim, My Nursemaid, 1936



Frida Kahlo (1907-1954) working from bed

Frida Kahlo, The Two Fridas, 1939




Selma Hayek playing Frida Kahlo in Frida (2002)
Frida Kahlo, The Broken Column, 1944



“A Life Roundtable on Modern Art,” October 11, 1948
“late bohemian enterprise”

WHO’S WHO AT THE ROUND TABLE (OPPOSITE)

Fhe gentleman whose head shows in the lower left-hand corner

1s Clement Greenberg, avant-garde critic. Next, going around the

table clockwise, is James W. Fosburgh, Lire adviser: Moderatos

Russell W, Davenport (in light suit); Meyer Schapiro, professor of

fine arts, Columbia University; Georges Duthuit, editor of Transi-
tion Forty-Eight, Paris, France: Aldous Huxley (leaning forward),
noted author; Francis Henry Taylor (behind Mr., Huxley), direc-
tor of New York’s Metropolitan Museum of Art: Sir Leigh Ashton
(shirtsleeves), director of Victoria & Albert Museum. London. Eng-

land; R. Kirk Askew Jr., New York art dealer: Ravmond Mortimer.
British critic and author: Alfred Frankfurter. editor and publisher,
[rt \1'11\2 'l'h«'m'nl'o' Greene (II"..I" in fl.uuh. |vl'nh'~~-»l‘ ol I»hlln-u-

phy, Yale; James J. Sweeney, author and lecturer: Charles Sawyer,
dean of School of Fine Arts, Yale; H, W. J.lll‘t'll. |l|lil|'~~ﬂl ol art
and archaeology, Washington University, St. Louis. Not shown in
this picture are A. Hyatt Mayor, curator of prints, Metropolitan
Museum, New York and James Thrall Soby, chairman, Department
of Painting and Sculpture, Museum of Modern Art, New York.




MODERN ART conrinueo

MIRO: PERSON THROWING A STONE AT A BIRD WILLIAM BAZIOTES: THE DWARF

ROUAULT: THREE JUDGES

JACKSON POLLOCK: CATHEDRAL

ADOLF GOTTLIEB: VIGIL
CONTINUED ON NEXT PAGE

MATISSE: GOLDFISHI AND SCULPTURE




"The most powerful painter in
contemporary America and the only one
who promises to be a major one is a Gothic,

morbid, and extreme disciple of Picasso's
Cubism and Mir@'s post-Cubism, tinctured
also with Kandinsky and surrealist
inspiration. His name is Jackson Pollock." -
Clement Greenberg in 1947

Jackson Pollock, Cathedral, 1947



1S OWN. 11S one remaining criterion 1s a personal hon-
sty, a klml of integrity—the quality that Mr. Frankfurt ferred
to in the word “genuine.” This can be reflected in his pictures; but
it may or may not lead him out to the light, and it may or may not
be ““comprehensible” to anyone else. Dr. Schapiro summed it up as
follows:

“The creation of modern art makes certain demands upon the
individual who creates il It gives to individual experiences an
enormous value beyond that of pre vious art. It re quires, therefore,
a constant searching of oneself, an attentiveness to all that one has
done and a perpetual self-renewal. In the great artist the results of

applied with the finger-

no shine, no streaks.

societies is to settle the problem of modern art by fiat. Both Hitler

S to keep you looking fresh and : : ° : ”
1=thmrmn\h( some justice in the totalitarian point of view as well? glowing. CIVI I IZatIon .
thing that is in great danger—namely, our ability to remain indi-
hand, that the artist need have no standards. He must have them:

this highly individual attitude can be set up beside the great work ((Th :
of the past. IS tremendous

“This attitude further involves a freedom of the individual, an NEW TYPE, QUICK MAKE-UP BASE ’
openness to experience—qualities that we consider important, not o B o o . .
only in art, but in the broader field of life itself. We value these I n d IVI d u a | Ist I C St ru Ie W h IC h
qualities in human relationships, in science, in ethical behavior; MLST I( gg )
and it is through the arts to some extent that they become evident (1
to us.” tips...anywhere...any time...in any climate . .

Yet this tremendous, individualistic struggle, which makes mod- +s+80Y weather. m a kes m Od e rn a rt SO d Iffl Cu |t
ern art so difficult for the layman, is really one of the great assets
of our civilization. For it is at bottom the struggle for freedom. As m:f
several at the Table pointed out, the temptation in authoritarian /'1 f h M

or the ayman, Is really one
and Stalin have actually done so—and in both cases the artists e ikl ’
were ordered to return to representational painting. Said Georges
Duthuit: “Several governments have made a policy of throwing Of th e reat a Ssets Of O u r
modern art out the window. Our layman does not seem to disagree thg g
entirely with this. He says merely that there is some justice in ob- CO%S qm ! i
your service, right

jecting to modern art. But if there is some justice in the objection, 12 Vout erse
In Europe today, for artists and writers, the question is literally
one of life and death. This is a time when our layman must get to
the bottom of what he means.” . » ‘ LI F E O 1 1 1 948

Said Mr. Janson: "I feel that the modern artist, in insisting upon % "y : Ct )
the highly individual experiences that have been empha ized to- :
day hl]fl]llng a very valuable function. He is preserving some-
viduals.’

Maybe obscurity is a high price to pay for freedom, culturally
spe aking. Yet it has been, and may for some time continue to be, an
inescapable cultural by-product of the great process of freedom
which is so critical in our time. This (lm-s not mean, on the other
he should be free—but not irresponsible. Such, perhaps, is the ul- Uit
timate answer to be derived from the deliberations of these dis- Medium
tinguished men. And in the light of it the layman, who might other- Dark
\si.f(‘ be disposed to throw all modern art in'lln' ashcan, may think “Vibrant’ n 57 in streamiined Purse Compact $1.50 (
twice—and may on second thought reconsider. e

us tax)
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The Irascibles, also know as the Irascible 18.
The moniker was given to a group of 18
American artists who signed their names to an
open letter protesting the Metropolitan
Museum of Art’s juried exhibition American
Painting Today-1950, claiming that the selected
jury was “notoriously hostile to advanced art”
and had demonstrated a clear bias against
“modern painting.” The letter was published on
the front page of the New York Times on May
22, 1950 and sparked a subsequent barrage of
media attention.



The Metropolitan
and Modern Art

AMIEY BHEMOREATS AND BOR O 1TSs TV MEsHE v

PRERLIS TIS FINST LN, PAINTING COMTTIITMON
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The Irascibles were photographed and appeared in the January 15, 1951 issue of LIFEmagazine.

Theodoros Stamos, Jimmy Ernst, Barnett Newman, James Brooks, Mark
Rothko, Richard Pousette-Dart, William Baziotes, Jackson Pollock,
Clyfford Still, Robert Motherwell, Bradley Walker Tomlin, Willem de
Kooning, Adolph Gottlieb, Ad Reinhardt, Hedda Sterne
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Lee Krasner, Elaine de Kooning, Grace Hartigan,
Joan Mitchell, and Helen Frankenthaler: Five Painters
and the Movement That Changed Modern Art

AUTHOR OF LOVE AND CAPITAL, FINALIST FOR THE PULITZER PRIZE

2018



Joan Mitchell, Helen Frankenthaler, and
Grace Hartigan at the opening of
Frankenthaler’s solo exhibition at the Tibor

de Nagy Gallery, New York, February 12,
1957. Burt Glinn/Magnum Photos

Clockwise from top left: Sonia Gechtoff in
studio ca. 1961-62, Mary Abbott in studio ca.
1949-50, Perle Fine in studio in 1959, Judith
Godwin in 1977, Deborah Remington, Helen

Frankenthaler in 1956



| THE HEDDA STERnvE
FAn CLUE

Corner of Hedda Sterne’s studio

"I see myself as a well-working lens, a perceiver of something
that exists independently of me: don’t look at me, look at what
I’'ve found.” Hedda Stern
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Hedda Sterne, Machine, 1949, oil on canvas
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By 1945, Hedda Sterne’s work began to reflect her immediate surroundings, inspired by her feeling that "the United States was more surrealist, more

extraordinary, than anything imagined by the Surrealists.” Between the late 1940s and early 1950s, Hedda Sterne began to focus on the anthropomorphic

qualities of machinery, from rural farm equipment in Vermont, to massive contraction cranes in New York. As she would later recall: "I had a feeling that
machines are unconscious self-portraits of people's psyches: the grasping, the wanting, the aggression that's in a machine."



Hedda Sterne, Machine 5, 1950

anthropographs
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Elaine de Kooning, Untitled # 16, 1948



Elaine de Kooning, Man in a Whirl, 1957




Left: Elaine de Kooning, John F. Kennedy, 1963
Above and Right: Elaine de Kooning, Sketches of
John F. Kennedy, 1963




Elaine de Kooning, The Burghers of Amsterdam Avenue, 1963
It depicts nine young men, sitting and standing in a variety of poses, each with a distinct expression.



Elaine de Kooning, The Burghers of Amsterdam Avenue, 1963

De Kooning’s painting is loosely modeled after two
Dutch paintings, both titled The Governors of the
Kloveniersdoelen, one executed by Govert Flinck
(bottom left) (1615-1660) in 1642 and the other by

Bartholomeus van der Helst (1613-1670) (top left) in
1655.



Willem de Kooning, Pink Angels,
c. 1945 oil and charcoal on
canvas, 52 x 40 inches




Willem de Kooning, Woman |, 1950-52
1952. Oil and metallic paint on canvas,
16'37/8"x58”

“Beauty becomes petulant to me. | like
the grotesque. It’s more joyous.”

De Kooning once summarized the
history of female representations as
“the idol, the Venus, the nude.”

In 1953, The Museum of Modern Art
acquired a new painting, De Kooning’s
Woman 1, which prompted its
collection committee to state: “The
Committee found the picture quite
frightening, but felt that it had intense
vitality and liked the quality of

| the color”




Willem de Kooning, Gotham News, 1955




In Gotham News, an abstract urban
landscape, he dragged charcoal
through wet paint, “churning up the
surface to create a heated
atmosphere that pulsates with an
intense metropolitan heat.” The
title Gotham News gives us a
reference point for interpretation.
"Gotham" refers to the city in the
Batman comics, which in turn
referred to New York, where de
Kooning lived. "News" perhaps
refers to the newsprint seen on the
lower left and the top center of the
canvas. The artist had been using
newspaper to help the paint to dry,
and in that process some of the
print came off. He liked the effect
and left it.



Lee Krasner in her studio Aug. 30, 1956, two weeks
after husband Jackson Pollock’s death. Lee Krasner in her studio. Photo: Hans Namuth.



Lee Krasner, Blue and Black, 1951-53



all-over compositions



Lee Krasner, Celebration, 1959-60



Lee Krasner, Gaea, 1966



Lee Krasner, Gaea, 1966




r, Imperative, 1976
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Jackson Pollock and Lee Krasner



Jackson Pollock, Cathedral, 1947
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Jackson Pollock painting through glass



Grace Hartigan (1922-2008)
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Grace Hartigan, The Persian Jacket, 1952

57 1/2 x 48"

>



72 9/16 x 102 3/8in.
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HELEN FRANKENTHALER

SOAK-STAIN TECHNIQUE

Soak-stain technique is the act of staining canvases! This method
of collapsing color into canvas by manipulating thinned acrylic
washes into the unprimed cotton fabric had an immediate
impact on Morris Louis, who would translate it into his own
idiom in a series of poured paintings created by gravity-pulled
streams of luminescent color.

Helen Frankenthaler (1928-2011) in her studio







Helen Frankenthaler,
Mountains and Sea, 1952




She was the first American painter after
Jackson Pollock to see the implications of
the color staining of raw canvas to create

an integration of color and ground in
which foreground and background cease
to exist.

http://www.lisicontemporaryart.com/frankenthaler/

Helen Frankenthaler,
Interior Landscape, 1964



Helen Frankenthaler, Magic Carpet,
1964




L PR AT ‘ : ) -
1 . & w, - : _ Joan Mitchell, Helen Frankenthaler, and Grace Hartigan at the
' B ' S 2 : opening of Frankenthaler’s solo exhibition at the Tibor de Nagy

Joan Mitchell, Hemlock, 1956 Gallery, New York, February 12, 1957,




Joan Mitchell, Hemlock, 1956

The title derives from a passage in
a 1916 Wallace Stevens
poem, Domination of Black, which
contains several references to
hemlock, including: “Out of the
window, / | saw how the planets
gathered / Like the leaves
themselves / Turning in the wind. /
| saw how the night came, / Came
striding like the color of the /
heavy hemlocks. . .”
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Elizabeth Catlett, Seated Woman, 1962 Elizabeth Catlett, Homage to My Young Black Sisters, 1968



Louise Nevelson (1889-1988)

Through personal choice and necessity, | never became
involved with a group of artists. | don’t belong to any
movement. Of course, there is no mistake that the times | was
living in had influence on me. We pool our energies with other
creative people. | feel that, say, if some of our people weren’t
around where sparks fly, maybe | would not have come to this.
That must be. My work is bound to be related to that of others.

But you know...I wouldn’t feel in the right place if | was in the
stream of Abstract Expressionism. Now | think they are
marvelous. | love their art, and | love their energy. Nevertheless
| had to go my own way. Yes, | believe artists reflect their time,
but they have to stand on their own two feet...not on someone
else’s. | chose at quite an early age to be a soloist. Because |
realized that the rhythms of people are different. Consequently,
| wouldn’t assume to impose that on somebody else. And by
the same token, | had to make my decisions, | had to make my
moves. Everything came back to me.

-- Louise Nevelson



Left: Louise Nevelson, Model for Atmosphere and
Environment X, 1968 Black-painted Cor-Ten steel

Right: Louise Nevelson, Atmosphere and Environment X,
1969-70 Cor-Ten steel




Minimalism
Postminimalism

Donald Judd, Untitled, 1966 Donald Judd, Untitled, 1966




“What is important to me is not geometrical shape per se, or color
per se, but to make a relationship between shape and color which
feels to me like my experience. To make what feels to me like
reality.” -- Anne Truitt

Anne Truitt in her Twining Court studio,
Washington, DC, 1962

Minimalism
Postminimalism

Anne Truitt, Valley Forge, 1963 Acrylic paint on wood



Eva Hesse (1936-1970)

Minimalism
Postminimalism

| didn’t even do much sculpture in school
and once | started out there wasn’t
anything traditional about my pieces. |
don’t know if | am completely out of the
tradition. | know art history and | know
what | believe in. | know where | come
from and who | am related to or the work
that | have looked at and | am really
personally moved by and feel close to or
am connected or attached to. But | feel
so strongly that the only art is the art of
the artist personally and found out as
much as possible for himself and by
himself. So | am aware of my
connectiveness — it is impossible to be
isolated completely — but my interest is in
solely finding my own way. | don’t mind
being miles from everybody else...I don’t
mind staying alone. | think it is important.
The best artists are those who have stood
alone and who can be separated from
whatever movements have been made
about them.

-- Eva Hesse
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Eva Hesse, Hang Up, 1966

Acrylic on cloth over
wood; acrylic on cord

over steel tube
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HEYDA-Diock und HEYDA-Heft

Eva Hesse, Notebook and Sketches, 1966







Eva Hesse, Legs on a Walking Ball, 1965, varnish, tempera, enamel, cord, metal, papier-caché,
unknown modeling compound, particle board, wood



‘...clean and clear — but crazy like machines...’

Made in studio space located in an abandoned textile factory in Kettwig an der Ruhr,
Germany. The old factory still contained machine parts, tools and materials from its
previous use and the angular forms of these disused machines and tools served as
inspiration for Hesse’s mechanical drawings and paintings.


http://artnews.org/hauserwirthlondon/?exi=36604

Eva Hesse, Study for or after Legs of a Walking Ball, 1965




Eva Hesse, Schema, 1967-68 cast latex with
moveable elements
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Hesse defined the word ‘schema’ as
“synopsis, outline, diagram. general
type, essential form, conception of
what is common to all members of a
class.” While the evenly-spaced,
balanced grid of her eponymous
sculpture (fig.9) may be read in
terms of Hesse’s definition, her
interest in ‘diagram’ and ‘essential
form’ are also expressed in the
meticulous planning and rigor with
which she approached its design,
including her choice of material.

-- Jeffrey Saletnik

Eva Hesse, Study for
Schema,1967




Eva Hesse, Test Pieces, 1967

“The materials | use are really
casting materials, but | don’t
want to use them as casting
materials. | want to use them
directly, eliminating making
molds and casts ... | am
interested in the process, a very
direct kind of connection.”

-- Eva Hesse
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Eva Hesse sculpture exhibition gallery shot—foreground, “Schema,” 1967-68, latex, Philadelphia
Museum of Art, and in the background “Sans II,” 1968, polyester resin and fiberglass



Eva Hesse, Sequel, 1967-68

Latex, pigment, and cheesecloth




By allowing the components of
the sculpture to be arranged in
various configurations, Hesse
purposely left the precise
allusions of these suggestive
forms ambiguous, inviting our
associations to guide our
experience of the work and its
meaning. The irregular surfaces
of the elements are typical of
“antiform” or “process” art.

https://www.philamuseum.org/collections/permanent/85791.html

Eva Hesse, Repetition Nineteen Ill, 1968

Fiberglass and polyester resin, nineteen
units




1969

Eva Hesse, Accession I,
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Eva Hesse,
Untitled, Rope
Piece, 1969-70




| do not know if the truth that | have told will benefit the world in any
way. | managed to do it at great cost to myself and perhaps to others. It
is hard to go against the tide of one’s time, milieu, and position. But at
least | tried to reflect innocently the twentieth century and my feelings
and perceptions as a girl and as a women. Not that | felt they were all
that different from men’s.

| did this at the expense of untold humiliations, but at least after my
fashion | told the truth as | perceived it, and considering the way one is
bombarded by reality, did the best and most honest art of which | was
capable.

| always was much more truthful and courageous on canvas.

-- Alice Neel

Alice Neel
(1900-1984)



Alice Neel, Pregnant Maria, 1964




Edouard Manet, Olympia, 1863 Alice Neel, Pregnant Maria, 1964
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Alice Neel, Pregnant Maria, 1964
Florine Stettheimer, A Model (Nude Self-Portrait), 1915



https://www.metmuseum.org/exhibitions/listings/2021/alice-neel

