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This page: Richard Tuttle, Walking
on Air, €10, 2009, cotton, Rit dyes,
grommets, thread, 1' 11" x 10" 3"

Opposite page: Dyed Indian bag,
Korean, designed for Chinese
market, early twenty-first century,
cloth. From the collection of
Richard Tuttle.
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pl.lbllshed along with “Building a House," the artist’s own account
new-endeavor,

.9 five-decae sumq-ofkidmnl Tuttle’s work—uwill be on vieiw at the Whitechapel Gallery
 Turbine Hall at Tate Modern will be on view Oct: 14 2014-Apr. 6, 2015.
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This page: Richard Tuttle, In 14,
1999, acrylic, canvas, wood,
8% x 3% x 1%".

Opposite page: Wedding dress,
French or Italian, nineteenth

century, embroidered net. From
the collection of Richard Tuttle.
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- BUILDING A HOUSE ' _ _ BASEMENT

If anyone knows Chris Dercon (as I’'m sure many do), they know he is feisty,
visionaty, and hardworking, someone who can get things done, someone who
works at the global scale. Among his many. curatorial and directorial posts was
the directorship of the Witte de'With Center for Contemporary Art in Rotterdam.
While there, he witnessedlan exhibition, “Red Oxide,” that | made with the late,
" great curator Alma Ruempol at the Museum Boijmans Van Beuningen. Aima
called on me, a collector of pots, to enliven her collection of humble period pots,
which-no one ' would look'at. When Chris became director of Tate Modern, he
said he would like to.do a similar show on a grand scale, focusing this time on
~textiles, in three London venues: the Victoria and Albert Museum, the
Wh[téchapel Gallery, and Tate’s Turbine Hall.-Because my work is known for its
small'size, and-the Turbine Hall for.its large size, some saw a fit.
Chris and | met in Ghent, Belgium, during the early 1970s. | was so moved
that he liked the Rotterdam show (very ahead of its time) that | accepted his
. proposal, which | quickly saw was not a proposal but a vision. | saw first to
: t, second to realize it, and;third to make a Richard Tuttle show. Achim
Borchardt-Hume was aiready planning my exhibition at the Whitechapel. We
. began negotiations with the Victoria and Albert (whose textile department
is thé'Held standard), Since each London institution defines itself in opposition
to another and they had never worked together, we had to build from the
foundation up.
A three-part structure;using the V&A as aresource to define the textile, the
""Whltechapel to show:its history through my work, and the Turbine Hall to make
something new of it, appeared obwous for the show. Always involved with books,
| ambitiously suggested making the publicatlon afourth exhibition. We found
an excellent designer in Mark Thomson, whose catalogues haye dynamic
energy.-Achim was made héad of exhibitions at Tate' Modern. Magnus af
Petersens came from-the Moderna Museet, Stockholm; to be chief curator/at
the Whitechapel: Behind-the scenes was the constant support of Sir Nicholas
Serota, director of the Tate.
Almost from the start, | knew what | wanted to do for Turblne Hall. At its core,
it'has never changed, although all else has.
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This page: Richard Tuttle,
Perceived Obstacle No. 72

(Oil Painting #1), 1991, oil and
graphite on canvas, 13% x 38%".

Opposite page: Sari from Garden
Silk Mills, Surat, India, early
twenty-first century, silk. From
the collection of Richard Tuttle.
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FIRST FLOOR

Magnus came to LA to visit for four days while | was at the Getty Research
Institute as the artist in residence. He and | made a checklist of some twenty-
two works; curiously, we made a selected list of my work in general at the same
time. The Whitechapel checklist, like the idea for the Turbine Hall project, never
strayed. We are using it in itself (no two te: s are used the same way or for the
same purpose) and as a structure for an exhibition. This firm checklist helps those
unfamiliar with my work. The thematic use of textile can be studied and pondered.
| am thrilled to have my work shown in an institution | have long loved for its com-
mitments, history, service, inspiration, and excellence. My experience, though
short, reflects the original charter, written more than one hundred years ago.
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This page: Richard Tuttle,
Space-Is-Concrete (6), 2005,
gesso, acrylic, and graphite on
spun plastic, 24 x 20"

Opposite page: Dutch fabric for
African market, mid-twentieth
century, cotton. From the
collection of Richard Tuttle.
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ars o 5 0 0 S g10 d ow'anda
1 able to communicate to others. | have made “models,” but only for some
aspect; or to show something | don’t want. Everyone has been extremely
patient; like me, they are desperate, but we have to wait. In fact, the piece has
grown. When it took a giant leap in size, enough to make Turbine Hall look small,
I relaxed, knowing this really wants to exist.

We found an excellent project manager, Jim Leaver, who has a background in
theater. He is used to listening to creative types who are not very good at
articulating. He sees his job as realizing the ideas of others and does his best
to bring together skilled craftspeople, from seamstresses to riggers, as well as
the latest imaging systems, and fit everything into a schedule and budget. When
| say to him, “Art is the first thing lost in a big project like this, and it is my job
to prevent that,” he acts like he knows what | mean. When | say, “This is a game
where | have all the chips and you are supposed to get half away from me,” he
seems to know what | mean. When | say, “You are supposed to attach the fabric,
and | to tell you how,” he stops asking.

Like all big institutions, the Tate:must follow laws meant to guide and protect
the public. We must fireproof. We must fumigate. All these can change the
fabric as designed—harden it, densify it. We have found solutions. We are also
mindful that the materials we use must be returned to circulation when we
finish,'and how we do that can save money. | am hoping the fabrics are so
beautiful that they canibe reusedin fashionable clothes.
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This page: Richard Tuttle, Purple
Octagonal, 1967, dyed canvas,
thread, 547% x 55%".

Opposite page: Dust sheet, early
twenty-first century, felt. From the
collection of Richard Tuttle.
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THE ROOF

We are looking forward to beginning to install on September 2. We have already

begun to build and have seen a major section brought into the space—it looks

perfect! Lighting is a major factor, not only because the work will be viewed during

the dark months but because it can offer assistance. Because every molecule is

operative, the many windows into Turbine Hall are considered viewing stations.

But | think my favorite view will be from the floor, looking up. An ambition is to

imething about perception in general, through perception of color in par-

o this or how it will happen.

in 1967, | saw there was a moment when

color and light becal textile. Without getting into the intrica-

cies of how the simple uni over-under structure of the textile functions

inaeonceal-and-reveal universe, the fact that you can spend an afternoon choos-

ing a shirt and forget all aboutit when you'putit on tells us that the textile may
be more important than we think.

it N | "',‘
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This page: Richard Tuttle, Section
ViI, Extension 0, 2007, wood,
acrylic paint, fabric, cardboard,
aluminum wire, screws, 7Y%: X
3% x 4%".

Opposite page: Bag, Nazca culture,
Peru, sixth century, natural dyes,
cotton. From the collection of
Richard Tuttle.
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hl‘_.tlew world and new values pruposed by the 1960s My great dealer friend
#Hunt Kahlenberg focusedion'the produt:ts of master weavers These are
e born into every race, tribe, gender, and g_:hlture Until I met. Mary, 1 col-
Jeeted mostly Islamic; afterward, pré—cmu n, Aftican, her favorite—
Indonesian—and of course Far Eastétn and Indian, to
In trying to define the textile by the text"e, we had to consmer machme—made
textiles and man-m ibers, somewhat outslde the canun both dominated by
S are mostly men,

d on ¢loth; you cannot: Imaglné where the p'owef comes from.
] Neither the Whitechapel nor Turbine Hall'show will change during its exhibi-
tion period. The careful observer may notice that! my recent work uses fabric
“as pamt This ensures that the natural fol e of grayity: WI|| not be operative

latb—éig’hteent_h- and early:nineteenth-
fabrics, crqat_e_d by people who grew, prepared,

Recent W(jrk made fom pulp and i
pulled apart rather.

.d N
RICHARD TUTTLE IS AN ARTIST BASED/IN NEwyﬂﬁ‘AmBW




