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David Kordansky Gallery is pleased to present Nine Stepping Stones, Richard Tuttle’s first 
exhibition at the gallery and the first presentation of the artist's work in Los Angeles in nearly 
fifteen years. 
 
Featuring a new group of wall-based works, this exhibition highlights the recent production of 
one of the most representative American artists of the postwar period. Over the past six 
decades, Tuttle has occupied interstitial positions between several genres, including painting, 
sculpture, drawing, and poetry. His work demonstrates how traditional categories of artmaking 
can function as starting points for wide-ranging investigations into perception and language, 
questioning not only how we see or experience, but also what is being seen or experienced. 
Such questions ultimately hinge upon how a person—whether artist or viewer or both—inhabits 
and makes sense of the thing that comes to be known as an artwork.  
 
Nine Stepping Stones is dedicated to a series of assemblages whose titles all include the word 
"head" and whose roughly head-like proportions and shapes symbolize the human (and 
humanistic) frame of reference through which they can be engaged. Tuttle produced these 
works throughout 2020 as he recovered from Covid-19, and so they constitute, among many 
other things, a body of aesthetic-empirical data relating to the subjective and objective effects of 
the pandemic. Built from plywood—a material he has used throughout his career—which in turn 
becomes a support for spray-painted marks, each is a lyrical conundrum. Each head is defined 
by its mysteries of construction and a palpable, affirmative sense of aesthetic openness 
exercised within limits and expressed through humble materials.  
 
In these works, color is nominal, i.e., existing in name, but painting is diffracted, revealing a 
spectrum of constituent parts that goes beyond the visual and pushes the medium into an 
uncharted territory. The spaces each composition conjures and occupies are both sublime and 
imminent, which is to say they challenge modes of ordinary perception while remaining firmly 
rooted in physical fact. Coming to terms with this contradiction reveals another way in which 
Tuttle evokes the elusively complex, if intimately familiar, things that people call heads: 
internalized and externalized, fixed and ephemeral, figurative and abstract, sources of language 
and ultimately impossible to describe in words, heads are things of the mind in every sense. 
Like artworks in general, and Tuttle’s work in particular, they are also sites or categories in 
which contradictory elements coexist.  
 
Important to note is Tuttle’s use of repeated forms that nonetheless serve different functions 
depending on the context of the individual work. A case in point are the zig-zagging plywood 
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constructions that disrupt, adorn, pierce, and open the otherwise flat surfaces of each head, 
hinting at hidden spaces behind, inside, and around them. Parsing these depths is an act driven 
in equal measure by the eye and the imagination. And while the works abound with unfinished 
edges, drops of glue, and other plainly evident traces of their improvisatory making—Tuttle 
makes no secret of the presence of his hand—they also come across as deliberately planned 
and conceived, with final forms that are sharp, indelible, and intentional. As a result, the 
exhibition is defined more than anything by its clarity, and a sense of communication and 
connection that are ethical in nature. As has been the case throughout his 
career, Tuttle achieves visual and conceptual strength not by overpowering viewers or the 
spaces they inhabit, but by coaxing attention back to boundless acts of seeing, thinking, and 
feeling that are analogues for human freedom. 
 
Since the 1970s, Richard Tuttle (b. 1941, Rahway, New Jersey) has been the subject of 
numerous solo exhibitions at museums throughout the world, including most recently M Woods 
Museum, Beijing (2019); Phillips Collection, Washington, D.C. (2018); Kunstmuseum aan Zee, 
Ostend, Belgium (2017); Museo de Arte de Lima, Peru (2016); Metropolitan Museum of Art, 
New York (2016); and Whitechapel Gallery and Tate Modern, London (2014). In 2005–2007, a 
retrospective exhibition organized by the San Francisco Museum of Modern Art traveled to five 
additional institutions, including the Whitney Museum of American Art, New York and Museum 
of Contemporary Art, Los Angeles. His work is included in over sixty public collections, including 
those of the Centre Pompidou, Musée National d'Art Moderne, Paris; and Stedelijk Museum, 
Amsterdam; Museum of Modern Art, New York; Art Institute of Chicago; and Los Angeles 
County Museum of Art. Tuttle lives and works in New York and Abiquiú, New Mexico 
 
 
 



Richard Tuttle
Nine Stepping Stones

January 23 - March 6, 2021

Richard Tuttle
Safe Head, 2020
plywood, spray paint, wood glue, and nails
21 x 17 x 1 7/8 inches
(53.3 x 43.2 x 4.8 cm)
(Inv# RTU 20.001)

Richard Tuttle
Women Head, 2020
plywood, spray paint, wood glue, and nails
22 1/2 x 16 x 2 1/2 inches
(57.2 x 40.6 x 6.4 cm)
(Inv# RTU 20.005)

Richard Tuttle
Material One Head, 2020
plywood, spray paint, wood glue, and nails
22 x 16 3/8 x 2 1/8 inches
(55.9 x 41.6 x 5.4 cm)
(Inv# RTU 20.006)

Richard Tuttle
Separate Ease Head, 2020 
plywood, spray paint, wood glue, and nails
21 3/4 x 15 1/2 x 2 inches
(55.2 x 39.4 x 5.1 cm)
(Inv# RTU 20.007)



Richard Tuttle
Child Rearing Head, 2020
plywood, spray paint, wood glue, and nails
21 x 16 1/2 x 2 1/8 inches
(53.3 x 41.9 x 5.4 cm)
(Inv# RTU 20.020)

Richard Tuttle
Put It In Form Head, 2020 
plywood, spray paint, wood glue, and nails
22 1/4 x 16 1/2 x 2 1/8 inches
(56.5 x 41.9 x 5.4 cm)
(Inv# RTU 20.010)

Richard Tuttle
He Said Nature Head, 2020 
plywood, spray paint, wood glue, and nails
22 x 16 x 2 inches
(55.9 x 40.6 x 5.1 cm)
(Inv# RTU 20.011)

Richard Tuttle
Sticky Head, 2020
plywood, spray paint, wood glue, and nails
23 1/8 x 16 3/4 x 2 inches
(58.7 x 42.5 x 5.1 cm)
(Inv# RTU 20.012)

Richard Tuttle
What Is It About Head, 2020 
plywood, spray paint, wood glue, and nails
22 x 17 1/8 x 2 1/8 inches
(55.9 x 43.5 x 5.4 cm)
(Inv# RTU 20.013)

Richard Tuttle
The Lost People Of Asia Head, 2020 
plywood, spray paint, wood glue, and nails
25 3/4 x 20 3/4 x 2 1/4 inches
(65.4 x 52.7 x 5.7 cm)
(Inv# RTU 20.014)



Richard Tuttle
Stop For Defense Head, 2020 
plywood, spray paint, wood glue, and nails
23 x 17 1/2 x 2 1/8 inches
(58.4 x 44.5 x 5.4 cm)
(Inv# RTU 20.017)

Richard Tuttle
What’s It About Head, 2020 
plywood, spray paint, wood glue, and nails
24 x 20 x 2 inches
(61 x 50.8 x 5.1 cm)
(Inv# RTU 20.018)

Richard Tuttle
Anecdotal Head, 2020
plywood, spray paint, wood glue, and nails
22 1/4 x 17 3/4 x 2 inches
(56.5 x 45.1 x 5.1 cm)
(Inv# RTU 20.019)

Richard Tuttle
Do You Think I’m Responsible Head, 2020
plywood, spray paint, wood glue, and nails
24 x 18 x 2 inches
(61 x 45.7 x 5.1 cm)
(Inv# RTU 20.021)

Richard Tuttle
Unlikely Head, 2020
plywood, spray paint, wood glue, and nails
25 x 18 1/2 x 2 inches
(63.5 x 47 x 5.1 cm)
(Inv# RTU 20.022)



Richard Tuttle
Pre-Saw Head, 2020
plywood, spray paint, wood glue, and nails
10 1/8 x 9 1/2 x 2 3/8 inches
(25.7 x 24.1 x 6 cm)
(Inv# RTU 20.023)

Richard Tuttle
Wanting Head, 2020
plywood, spray paint, wood glue, and nails
2 1/2 x 7 3/4 x 1 1/2 inches
(6.4 x 19.7 x 3.8 cm)
(Inv# RTU 20.024)

Richard Tuttle
Here Head, 2020
plywood, spray paint, wood glue, and nails
6 x 5 1/2 x 1 5/8 inches
(15.2 x 14 x 4.1 cm)
(Inv# RTU 20.025)

Richard Tuttle
Dallas Head, 2020
plywood, spray paint, wood glue, and nails
22 1/8 x 13 1/4 x 2 inches
(56.2 x 33.7 x 5.1 cm)
(Inv# RTU 20.033)

Richard Tuttle
Sylva Head, 2020
plywood, spray paint, wood glue, and nails
21 x 15 1/8 x 2 inches
(53.3 x 38.4 x 5.1 cm)
(Inv# RTU 20.027)

Richard Tuttle
I Wanna Go Through Head, 2020 
plywood, spray paint, wood glue, and nails
18 7/8 x 15 3/4 x 2 inches
(47.9 x 40 x 5.1 cm)
(Inv# RTU 20.030)



Richard Tuttle
Winter Head, 2020
plywood, spray paint, wood glue, and nails
20 1/2 x 14 3/4 x 2 inches
(52.1 x 37.5 x 5.1 cm)
(Inv# RTU 20.028)

Richard Tuttle
Easiness And Happiness Head, 2020 
plywood, spray paint, wood glue, and nails
21 1/8 x 15 3/4 x 1 7/8 inches
(53.7 x 40 x 4.8 cm)
(Inv# RTU 20.009)

Richard Tuttle
Cracker Head, 2020
plywood, spray paint, wood glue, and nails
22 x 14 1/2 x 2 1/8 inches
(55.9 x 36.8 x 5.4 cm)
(Inv# RTU 20.029)

Richard Tuttle
Non-Comparable Head, 2020 
plywood, spray paint, wood glue, and nails
19 1/4 x 13 1/2 x 2 inches
(48.9 x 34.3 x 5.1 cm)
(Inv# RTU 20.032)

Richard Tuttle
Bright Image Head, 2020
plywood, spray paint, wood glue, and nails
18 3/4 x 13 x 2 1/8 inches
(47.6 x 33 x 5.4 cm)
(Inv# RTU 20.026)

Richard Tuttle
Decide Head, 2020
plywood, spray paint, wood glue, and nails
22 3/8 x 15 1/4 x 2 inches
(56.8 x 38.7 x 5.1 cm)
(Inv# RTU 20.031)



Richard Tuttle
Light Sunning Chicken Head, 2020 
plywood, spray paint, wood glue, and nails
23 1/8 x 16 3/4 x 2 inches
(58.7 x 42.5 x 5.1 cm)
(Inv# RTU 20.008)



press@davidkordanskygallery.com    
www.davidkordanskygallery.com    
T: 323.935.3030   F: 323.935.3031

	

RICHARD TUTTLE  
 
 

born 1941, Rahway, New Jersey 
lives and works in New York, NY and Abiquiú, NM 
 

  
EDUCATION 

 
1963        Trinity College, Hartford, Connecticut, BA 

  
 

SELECTED SOLO / TWO PERSON EXHIBITIONS 
(* Indicates a publication) 
 
2021 Nine Stepping Stones, David Kordansky Gallery, Los Angeles, CA 
  
2020 Stories, I-XX, Galerie Greta Meert, Brussels, Belgium 

TheStars, Modern Art, London, England 
  
2019 Days, Muses and Stars, Pace Gallery, New York, NY 

*Basis, 70s Drawings, Pace Gallery, New York, NY 
Introduction to Practice, M Woods Museum, Beijing, China 
Double Corners and Colored Wood¸ Pace Gallery, Beijing, China 

  
2018 For Ourselves As Well As For Others, Pace Gallery, Geneva, Switzerland 

8 of Hachi, Tomio Koyama Gallery, Tokyo, Japan 
Intersections: Richard Tuttle. It Seems Like It’s Going To Be, The Phillips 
Collection, Washington, D.C. 
Thoughts of Trees, Pace Gallery, Seoul, South Korea 

  
2017 100 Epigrams, Pace Prints, New York, NY 

Light and Color, Kunstmuseum aan Zee, Oostend, Belgium 
Books, Multiples, Prints, Writings and New Projects, Galerie Christian Lethert, 
Cologne, Germany 
The Critical Edge, Pace London, England 
My Birthday Puzzle, Modern Art, London, England 
De Hallen Haarlem, Haarlem, Netherlands 

  
2016 *Both/And Richard Tuttle Print and Cloth, Oklahoma State University Museum 

of Art, Stillwater, OK 
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*Al Cielo de Noche de Lima / To the Night Sky of Lima, Proyecto AMIL and 
Museo de Arte de Lima, Peru 
*26, Pace Gallery, New York, NY 
The Critical Edge, The Metropolitan Museum of Art, New York, NY 
*Richard Tuttle: καλλίρροος _kallirroos schön-fliessend, Kunstmuseum 
Winterthur, Winterthur, Switzerland 

  
2015 *Both/And Richard Tuttle Print and Cloth, Fabric Workshop and Museum, 

Philadelphia, PA 
The Recent Drawing Groups, Annemarie Verna Galerie, Zurich, Switzerland 
Both/And Richard Tuttle Print and Cloth, Fabric Workshop & Museum, 
Philadelphia, PA 
Separation, Modern Art, London, England 
Wire Pieces, Pulitzer Arts Foundation, St. Louis, MO 

  
2014 Hauser & Wirth, Somerset, England 

*I Don’t Know, Or The Weave of Textile Language, Whitechapel Gallery, 
London, England; Tate Modern, London, England 
A Print Retrospective, Bowdoin College Museum of Art, Brunswick, ME 
1, 2, 3, Galerie Nicolai Wallner, Copenhagen, Denmark 
*Looking for the Map, Pace Gallery, New York, NY 

  
2013 Matter, Marian Goodman Gallery, Paris, France 

Walking in Air: An Exhibition by Richard Tuttle, TAI Gallery, Santa Fe, NM 
The Thrill of the Ideal: Richard Tuttle; The Reinhart Project, Pocket Utopia, 
New York, NY 
The Place in the Window, Tomio Koyama Gallery, Kyoto, Japan 

  
2012 *Slide, Bergen Kunsthall, Bergen, Norway 

Werke aus Münchner Privatsammlungen, Pinakothek Munich, Munich, 
Germany  
*Systems, VIII–XII, Pace Gallery, New York, NY 
“Paper”, Annemarie Verna Gallery, Zurich, Switzerland 
Early Drawings and Sculpture, Anthony Meier Fine Arts, San Francisco, CA 

  
2011 Light and Colour, Stuart Shave/Modern Art, London, England 

What’s the Wind, Pace Gallery, New York, NY 
Unpainted Paintings, Luxembourg & Dayan, New York, NY 

  
2010 Triumphs, Dublin City Gallery, The Hugh Lane, Ireland 

A Drawing Retrospective, Annemarie Verna, Zurich, Switzerland 
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New Works, Galleri Nicolai Wallner, Copenhagen, Denmark 
“Village V”, 2004, Sperone Westwater, New York, NY 
Metal Shoes, Dunn and Brown Contemporary, Dallas, TX 
Metal Shoes, Gemini G.E.L. at Joni Moisant Weyl, New York, NY 
*Seeing Intimacy: Richard Tuttle on Paper, Craig F. Starr Gallery, New York, 
NY 

  
2009 *Renaissance Unframed 1-26, Carolina Nitsch Project Room, New York, NY 

L’nger than Life, Modern Art, London, England 
Walking on Air, PaceWildenstein, New York, NY 

  
2008 Craft, Annemarie Verna Gallery, Zurich, Switzerland 

The Use of Time, Kunsthaus Zug, Switzerland 
  
2007 5 x 5 x 5, Galleri Nicolai Wallner, Copenhagen, Denmark 

Tomio Koyama Gallery, Tokyo, Japan 
Memory Comes from Dark Extension, Sperone Westwater, New York, NY 

  
2006 *Half-Light Alphabet, Galerie Ulrike Schmela, Düsseldorf, Germany; Galerie 

Lena Bruning, Berlin, Germany 
Jürgen Becker, Hamburg, Germany 
Talks, Looks, Walks—Three Windows, Annemarie Verna Galerie, Zurich, 
Switzerland 
*FRAC, Auvergne, France; Domaine de Kerguehennec, Bignan, France; 
FRAC, Haute Normandie, Sotteville les Rouen, France 
Reflection; In the Pool, Sperone Westwater, New York, NY 
*The Kreutzer Sonata: Historical Work by Richard Tuttle, Nyehaus and Zwirner 
& Wirth, New York, NY 
*The Art of Richard Tuttle, Des Moines Art Center, Des Moines, IA; Dallas 
Museum of Art, Dallas, TX; Museum of Contemporary Art, Chicago, IL 

  
2005 Constructed Relief Paintings, 1964–65, Peter Freeman, Inc., New York, NY 

Prints 1973–2005, Brooke Alexander, New York, NY 
*Wire Pieces, CAPC Musée d’art contemporain, Bordeaux, France 
Anthony Meier Fine Arts, San Francisco, CA 
Lonesome Cowboy, Griffin Contemporary, Santa Monica, CA 
*The Art of Richard Tuttle, San Francisco Museum of Modern Art, San 
Francisco, CA; Whitney Museum of American Art, New York, NY 
*It’s a Room for 3 People, Aspen Art Museum, Aspen, CO  

  
2004 It’s a Room for 3 People, Drawing Center, New York, NY 
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*Dogs in a Hurry, De Kanselarij, organized by Foundation VHDG, Leewarden, 
Netherlands 
Type, Crown Point Press, San Francisco, CA 
Neue Arbeiten, Galerie Schmela, Düsseldorf, Germany 

 
2003 *Celebration, Annemarie Verna Galerie, Zurich, Switzerland 

Costume, Crown Point Press, San Francisco, CA 
20 Pearls, Sperone Westwater, New York, NY 

  
2002 Dwight Hackett Projects, Santa Fe, NM 

*Memento, Museu Serralves de Arte Contemporánea, Porto, Portugal 
*cENTER¸ Centro Galego de Arte Contemporánea, Santiago de Compostela, 
Spain 
*When We Were at Home, Galerie Schmela, Düsseldorf, Germany 
Tomio Koyama Gallery, Tokyo, Japan 

  
2001 *In Parts, 1998–2001, Institute of Contemporary Art, University of 

Pennsylvania, PA 
*Werken op Papier uit de Verzameling van Museum Overholland / Works from 
the Museum Overholland Collection, Kabinet Overholland, Stedelijk Museum, 
Stedelijk, Amsterdam 
New Books and Portfolios, Annemarie Verna Galerie, Zurich, Switzerland 
Galerie Yvon Lambert, Paris, France 
Anthony Meier Fine Arts, San Francisco, CA 
*Perceived Obstacles, Westfälisches Landesmuseum für Kunst und 
Kulturgeschichte, Muenster, Germany; Akademie der Künste, Berlin, Germany 

  
2000 *Reservations, BAWAG Foundation, Vienna, Italy 

*Perceived Obstacles, Stiftung Schleswig-Holsteinische Landesmuseum, 
Schloss Gottorf, Schleswig, Germany 
Richard Tuttle, 1981–1999, Galerie Meert Rihoux, Brussels, Belgium 
White Sails, Annemarie Verna Galerie, Zurich, Switzerland  
A/D, New York, NY 
Two With Any To, Sperone Westwater, New York, NY 

  
1999 Die Konjunktion der Farbe, Ludwig Forum für Internationale Kunst, Aachen, 

Germany 
Here and Now: Richard Tuttle, in collaboration with the Henry Moore Sculpture 
Trust, Church of Saint Paulinus, Brough Park, Catterick, England  
*Replace the Abstract Picture Plane, Books and New Works, The Kamm 
Collection of the Kunsthaus, A Selection by the Artist, Kunsthaus Zug, 
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Switzerland 
New Etchings, Crown Point Press, San Francisco, CA 
*Small Sculptures of the 70s, Annemarie Verna Galerie, Zurich, Switzerland  
Chandeliers, A/D, New York, NY 
The Thinking Cap, Fabric Workshop and Museum, Philadelphia, PA 
New Mexico, New York, Sperone Westwater, New York, NY 

  
1997 New and Early Work, Art Gallery of York University, North York, Ontario, 

Canada 
Symbol, Galerie Limmer, Cologne, Germany 
*Projekt Sammlung: Richard Tuttle, Replace the Abstract Picture Plane, Works 
1964–1996, Kunsthaus Zug, Switzerland 
Renaissance Unframed 1–26, University Art Museum, California State Long 
Beach Art Museum, Long Beach, CA 
Brooke Alexander, New York, NY 
*Grey Walls Work, Douglas Hyde Garden, Dublin, Ireland; Inverleith House, 
Royal Botanic Garden, Edinburgh, Scotland 
Source of Imagery, Galleria Marilena Bonomo, Bari, Italy 
Books and Prints, New York Public Library, New York, NY 

  
1996 *Grey Walls Work, Camden Arts Centre, London, England  

Mies van der Rohe Haus, Berlin, Germany 
Galerie Volker Diehl, Berlin, Germany 
Source of Imagery, Galleria Bonomo, Rome, Italy 
Books and Prints, Widener Gallery, Trinity College, Hartford, CT 
New and Early Work, Sperone Westwater, New York, NY 
Gold and Silver on Easy Pieces, Galerie Yvon Lambert, Paris, France 
*Replace the Abstract Picture Plane, Kunsthaus Zug, Switzerland 
Renaissance Unframed 1–26, Contemporary Art Museum, University of South 
Florida, Tampa, FL; University Art Museum, California State University, Long 
Beach, CA 
A Chair, a Table, a Book: Richard Tuttle, Brian Kish Office for Architecture & 
Art, New York, NY 
Galleria Eva Menzio, Turin, Italy 

  
1995 Source of Imagery, Rhona Hoffman Gallery, Chicago, IL 

*Warm Brown, 1-67 and Mesa Pieces, Kunsthalle Ritter, Klangenfurt, Austria 
Europe Wired, 1–10, 1994, and Mesa Pieces, 1995, Kohn Turner Gallery, Los 
Angeles, CA 
Time/Line, Daniel Weinberg Gallery, San Francisco, CA 
*Selected Works, 1964–1994, Sezon Museum of Art, Tokyo, Japan 
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Neue Arbeiten, Galerie Fahnemann, Berlin, Germany 
Anders Tornberg Gallery, Lund, Sweden 
North/South Axis, Museum of Fine Arts, Santa Fe, NM 
Verbal Windows, Galleria Marilena Bonomo, Bari, Italy 
Mary Boone Gallery, New York, NY 
Lampen, Sotel, Carin Delcourt van Krimpen, Amsterdam 

  
1994 Texas Gallery, Houston, TX 

Discontinuous Space, Burnett Miller Gallery, Santa Monica, CA 
A Lamp, a Chair, a Chandelier: A Work in Process, A/D, New York, NY 
Annemarie Verna Gallery, Zurich, Switzerland 
Galerie Meert Rihoux, Brussels, Belgium 
Second Floor Exhibition Space, Reykjavik, Iceland 
Galerie Jürgen Becker, Hamburg, Germany 
Prints and Related Works, Brooke Alexander Editions, New York, NY 
Le Temps Retrouvé, Galerie Yvon Lambert, Paris, France 

  
1993 Mary Boone Gallery, New York, NY 

Drawing Works, Jack Tilton Gallery, New York, NY 
Matrix: Richard Tuttle, Space/Sculpture, University Art Museum, University of 
California, Berkeley, CA 
Crown Point Press, San Francisco, CA 
Galleria Marilena Bonomo, Bari, Italy 
*Chaos, the Form, Staatliche Kunsthalle Baden-Baden, Germany 
Arbeiten auf Papier, Galerie Karsten Greve, Cologne, Germany 
Small…edition!, Wassermann Galerie, Munich, Germany 
Floor Drawings, Indianapolis Museum of Art, Indianapolis, IA 

  
1992 *Oxyderood / Red Oxide, curated by Richard Tuttle, Museum Boymans-van 

Beuningen, Rotterdam, Netherlands 
New Work, Laura Carpenter Fine Arts, Santa Fe, NM 
Early Drawings, Lawrence Markey Gallery, New York, NY 
Mary Boone Gallery, New York, NY 
Galerie Yvon Lambert, Paris, France 
New Work, Annemarie Verna Gallery, Zurich, Switzerland 
Studio la Cittá 2, Verona, Italy 
Time to Do Everything—Floor Drawings and Recent Work, Kunstmuseum 
Winterthur, Switzerland 
Richard Tuttle, Drawings from the Vogel Collection, Institut Valencià d’Art 
Modern, Spain 
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1991 New Works, Victoria Miro Gallery, London, England 
Oboes and Clarinets, Feuerle, Cologne, Germany 
Galerie Weber, Alexander, y Cobo, Madrid, Spain 
Institute of Contemporary Art, Amsterdam, Netherlands 
Sculptures et aquarelles, Galerie Pierre Hubert, Geneva, Switzerland 
Crickets, Sala d’exposiciones de la Fundació “La Caixa,” Carrer de Montcada, 
Barcelona 
Rhona Hoffman Gallery, Chicago, IL 

  
1990 Slats 1974, Lawrence Markey Gallery, New York, NY 

Octavio for Annemarie, Annemarie Verna Galerie, Zurich, Switzerland 
Inside the Still Pure Form, BlumHelman Gallery, New York, NY 
The Nature of the Gun: Richard Tuttle, A/D, New York, NY 
*In Memory of Writing, Sprengel Museum Hannover, Germany  
New Mexico Silver / Firenze Gold, Galleria Victoria Miro, Florence, Italy; 
Galerie Hubert Winter, Vienna, Austria  
Yvon Lambert, Paris, France 
70s Drawings, Brooke Alexander, New York, NY 
*Einleitung, Galeria Schmela, Düsseldorf, Germany 

  
1989 Lonesome Cowboy Styrofoam, Gallery Casa sin Nombre, Santa Fe, NM 

The Point from the Corner of the Room, 1973–74, Galerie Hubert Winter, 
Vienna, Austria 
Vienna Gotico, Galeria Alessandra Bonomo, Rome, Italy 

 
1988 There’s No Reason a Good Man is Hard to Find, BlumHelman Warehouse, 

New York, NY 
5 Pieces Richard Tuttle 1987, Annemarie Verna, Zurich, Switzerland 
*XX Blocks, Galleria Marilena Bonomo, Bari, Italy 
Richard Tuttle Installations: Early Works, BlumHelman Gallery, New York, NY 
Galerie Meert Rihoux, Brussels, Belgium 
*Portland Works, Galerie Karsten Greve, Cologne, Germany; Thomas Segal 
Gallery, Boston, MA 
*Space in Finland, Galerie Schmela, Düsseldorf, Germany 
 

1987 New Work, BlumHelman Gallery, Los Angeles, CA 
Victoria Miro Gallery, London, England 
Early & Recent Works, Anders Tornberg Gallery, Lund, Sweden 
Galerie Yvon Lambert, Paris, France 
*Nimes au printemps, Galerie des Arènes, Nîmes, France 
*The Baroque and Color / Das Barocke und die Farbe, Neue Galerie am 
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Landesmuseum Joanneum, Graz, Austria 
New Work, Annemarie Verna Galerie, Zurich, Switzerland 

  
1986 *I See in France, ARC Musée d’art moderne de la ville de Paris, France  

Painted Sculpture, BlumHelman Gallery, New York, NY 
*Wire Pieces, CAPC Musée d’art contemporain, Bordeaux, France 
Locus Solus IV: Richard Tuttle, Galerie Hubert Winter, Vienna, Austria 
The Spirals, Galerie Onnasch, Berlin, Germany 
Richard Tuttle, New Work, Victoria Miro Gallery, London, England 

  
1985 *Works 1964–84, Institute of Contemporary Art, London, England; Fruitmarket 

Gallery, Edinburgh, Scotland 
Galerie Yvon Lambert, Paris, France 
*Städtisches Museum Abteiberg, Mönchengladbach, Germany 
*Neve / Snow, Galleria Marilena Bonomo, Bari, Italy 
Galleria Toselli, Milan, Italy 
Vienna Works, Indonesian Works, Monkey’s Recovery for a Darkened Room, 
Galerie Schmela, Düsseldorf, Germany 

  
1984 New Sculpture, BlumHelman Gallery, New York, NY 

Engineer, Portland Center for the Visual Arts, OR 
Annemarie Verna Galerie, Zurich, Switzerland 
Recent Work, Daniel Weinberg Gallery, Los Angeles, CA 
Galleria Ugo Ferranti, Rome, Italy 
16 Works from India 1980, Galleriet, Lund, Sweden 
Wandobjekte, Galerie Schmela, Düsseldorf, Germany 
Galerie Yvon Lambert, Paris, France 
Studio La Città, Verona, Italy 

  
1983 Zeichnungen 1968–1974, Städtisches Museum Abteiberg, Mönchengladbach, 

Germany 
Galerie Hubert Winter, Vienna, Austria 
 Recent Sculpture, BlumHelman, New York, NY 
Galleria Ugo Ferranti, Rome, Italy 
Taidemariliiton Galleria, Helsinki, Finland 

  
1982 *Pairs, Musée de Calais, Paris, France 

New Work: Richard Tuttle, Betty Parsons Gallery, New York, NY 
Gallerie Ugo Ferranti, Rome, Italy 
Nigel Greenwood Gallery, London, England 
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1981 Annemarie Verna Galerie, Zurich, Switzerland 
Galerie Baronian-Lambert, Ghent, Belgium 
Gallerie Ugo Ferranti, Rome, Italy 
Galerie Yvon Lambert, Paris, France 

  
1980 *From 210 Collage-Drawings, Georgia State University Art Gallery, Atlanta, 

GA; Baxter Art Gallery, California Institute of Technology, Pasadena, CA 
*12 Drahtoktogonale, 1971, und 25 Wasserfarbenblätter, 1980, Museum Haus 
Lange, Krefeld, Germany 
Pairs 1973, Centre d’art contemporain, Geneva, Switzerland 

  
1979 Dallas Exercises, Gallerie Ugo Ferranti, Rome, Italy 

*Richard Tuttle, CAPC Centre d’Arts Plastiques Contemporaine, Bordeaux, 
France 
Galleria Marilena Bonomo, Spoleto, Italy 
An Exhibition of the Works of Richard Tuttle, College of Creative Studies, 
University of California, Santa Barbara, CA 
*Presentation of the Book: List of Drawing Material of Richard Tuttle and 
Appendices, G. & A. Verna, R. Krauhammer, A. Gutzwiller, Zurich, Switzerland 
48 ½” Center-Point Works, Brooke Alexander, New York, NY 
Yale Pieces, 6” x 4” Notebook, Truman Gallery, New York, NY 
Annemarie Verna Galerie, Zurich, Switzerland 
*Title 1-6, Title I-IV, Title A-N, Title I1-I6, Titre 1-8, Titolo 1-8, Stedelijk 
Museum, Stedelijk, Amsterdam 

  
1978 Galleria Ugo Ferranti, Rome, Italy 

Zeichnungen, Galerie Schmela, Düsseldorf, Germany 
Drawings, Jean Marie Antone Gallery, Annapolis, MD 
Galerie Yvon Lambert, Paris, France 
Daniel Weinberg Gallery, San Francisco, CA 
* Museum Van Hedendaagse Kunst, Ghent, Belgium 
Sticks, Françoise Lambert, Milan, Italy 
David Winton Bell Gallery, Brown University, Providence, RI 
An Exhibition of the Work of Richard Tuttle, College of Creative Studies, 
University of California, Santa Barbara, CA 
New York, Young Hoffman Gallery, Chicago, IL 
New Work at Betty Parsons Gallery, Betty Parsons Gallery, New York, NY 

  
1977 Gesamte Grafiken, Ilustrierte Bücher, Galerie Thomas Borgmann, Cologne, 

Germany 
Maine Works, Two with Any Two, Nigel Greenwood Inc. Ltd., London, England 
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Zwei mit Zwei / Two with Any Two, Kunstraum München, Munich, Germany 
Die Gesamte Druckgraphik und alle Bücher, Galerie Heiner Friedrich, Munich, 
Germany 
*New York, Zeichnungen und Aquarelle, 1968–1976, Kunsthalle Basel, 
Switzerland 
Galleria Ugo Ferranti, Rome, Italy 
Undici carte de Richard Tuttle, Galleria Marilena Bonomo, Bari, Italy 
Hopkins Hall Gallery, Ohio State University, Columbus, OH 

  
1976 Grafiek—Typologische Symmetrieen. Richard Tuttle en Maria Van Elk, Galerie 

Swart, Amsterdam, Netherlands 
Richard Tuttle, McIntosh Gallery, University of Western Ontario, London, 
England 
Graeme Murray Gallery, Edinburgh, Scotland 
The Cincinnati Pieces, Julian Pretto, New York, NY 
Northwest Artists Workshop, Portland, OR 
2 Days, Galerie Yvon Lambert, Paris, France 
Books and Prints, 1964–1976, Brooke Alexander, New York, NY 
*Richard Tuttle, Otis Art Institute Gallery of Los Angeles County, Los Angeles, 
CA 

  
1975 Richard Tuttle “Paper Strips,” Barbara Cusack Gallery, Houston, TX 

* Whitney Museum of American Art, New York, NY 
Matrix 10: Richard Tuttle, Wadsworth Atheneum, Hartford, CT 
Thirteen Spiral Drawings by Richard Tuttle, Parsons-Truman Gallery, New 
York, NY 
D’Alessandro-Ferranti, Rome, Italy 

  
1974 Forty October Drawings + Interlude, Nigel Greenwood Inc. Ltd. London, 

England 
A Group of Very Small Colored Metal Plates Set at Various Distances from the 
Wall in the Different Rooms of the Gallery, Barbara Cusack Gallery, Houston, 
TX 
Artpark, Lewiston State Park, Lewiston, NY 
Galerie Yvon Lambert, Paris, France 
Annemarie Verna Galerie, Zurich, Switzerland  
Galleria Marilena Bonomo, Bari, Italy 
New Works: Richard Tuttle, Galleria Toselli, Milan Italy 
New Work: Richard Tuttle, Betty Parsons Gallery, New York, NY 

  
1973 Drawings: Richard Tuttle, Galleria Françoise Lambert, Milan, Italy 
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Ten Kinds of Memory and Memory Itself, Daniel Weinberg Gallery, San 
Francisco, CA 
Galerie Heiner Friedrich, Munich, Germany 
*Das 11. Papierachteck und Wandmalereien / The 11th Paper Octogonal and 
Paintings for the Wall¸ Kunstraum München, Munich, Germany 
Clocktower Gallery, Institute for Art and Urban Resources, New York, NY 

 
1972 New Work by Richard Tuttle, Galerie Yvon Lambert, Paris, France 

Drahtstucke 1971–1972, Galerie Rudolf Zwirner, Cologne, Germany 
Projects: Richard Tuttle with David Movros, The Museum of Modern Art, New 
York, NY 
Richard Tuttle will show new work, Betty Parsons Gallery, New York, NY 

  
1971 Helman Gallery, St. Louis, Missouri, MO 

*Dallas Museum of Fine Arts, Dallas, TX 
  
1970 Member’s Gallery, Albright-Knox Art Gallery, Buffalo, NY 

Neue Arbeiten von Richard Tuttle, Galerie Rudolf Zwirner, Cologne, Germany 
New Work by Richard Tuttle, Betty Parsons Gallery, New York, NY 

  
1969 Nicholas Wilder Gallery, New York, NY 
   
1968 Galerie Schmela, Düsseldorf, Germany 

Ten new works by Richard Tuttle, Betty Parsons Gallery, New York, NY 
  
1967 Betty Parsons Gallery, New York, NY 
  
1965 Constructed Paintings, Betty Parsons Gallery, New York, NY 

 
 

SELECTED GROUP EXHIBITIONS 
(* Indicates a publication) 
 
2019 Messin’ Around, Gemini G.E.L. at Joni Moisant Weyl, New York, NY 
  
2018 Picasso – Gorky – Warhol: Sculptures and Works on Paper, Collection 

*Hubert, Kunsthalle Krems, Krems an der Donau, Austria; Kunsthaus Zurich, 
Zurich, Switzerland 
In Tribute to Jack Tilton: A Selection from 35 Years, Tilton Gallery, New York, 
NY 
Warp & Weft: A History of Fabric at Gemini G.E.L., Gemini G.E.L. at Joni 



press@davidkordanskygallery.com    
www.davidkordanskygallery.com    
T: 323.935.3030   F: 323.935.3031

	

Moisant Weyl, New York, NY 
  
2017 Agnes Martin, Richard Tuttle: Crossing Lines, Pace Gallery, New York, NY 

Summer Days (and Summer Nights), Pace Gallery, New York, NY 
Richard Tuttle, James Ensor’s ‘real’ color, Kunstmuseum aan zee, Ostend, 
Belgium, 
Multiple Impressions, Talley Dunn Gallery, Dallas, TX 
Summer Choices, Crown Point Press, San Francisco, CA 
*Why Draw? 500 Years of Drawings and Watercolors, Bowdoin College 
Museum of Art, Brunswick, ME 
*Minimal Art from Marzona Collection, Galerie Thaddaeus Ropac, London, 
England 
*Victors for Art: Michigan’s Alumni Collectors at the University of Michigan 
Museum of Art, Part 1: Figuration, A. Afred Taubman Gallery, the University of 
Michigan Museum of Art; Ann Arbor, MI 
*Victors for Art: Michigan’s Alumni Collectors at the University of Michigan 
Museum of Art, Part 2: Abstraction, A. Afred Taubman Gallery, the University 
of Michigan Museum of Art, Ann Arbor, MI; Irving Stenn, Jr. Family Gallery, the 
University of Michigan Museum of Art, Ann Arbor, MI 

  
2016 Rhona Hoffman 40 Yeas, Part 1, Rhona Hoffman Gallery, Chicago, IL 

I Still Believe in Miracles: Celebrating 30 Years of Inverleith House, Inverleith 
House, Edinburgh, Scotland 
Embracing the Contemporary: The Keith L. and Katherine Sachs Collection, 
Philadelphia Museum of Art, Philadelphia, PA 
Shapeshifters, Luhring Augustine, New York, NY 
Pure Pulp: Contemporary Artists Working in Paper at Dieu Donné 2000–
*Present, Ruth and Elmer Wellin Museum of Art, Hamilton College, Clinton, 
NY; Robert C. Williams Museum of Papermaking, Gerogia Tech, Atlanta, GA; 
The Dedalus Foundation, New York, NY 
*Drawing Then: Innovation and Influence in American Drawings of the Sixties, 
Dominique Lévy, New York, NY 

  
2015 Essential – The Line, Annemarie Verna Galerie, Zurich, Switzerland 

*Drawing Redefined, deCordova Museum, Lincoln, MA 
Drawings and Prints, Selections from the Permanent Collection, The 
Metropolitan Museum of Art, New York, NY 
*Objects and Bodies at Rest and In Motion, Moderna Museet, Malmö, Sweden; 
Moderna Museet, Stockholm, Sweden  
*Richard Tuttle & Mei-mei Berssenbrugge: Hello, The Roses, ‘T’ Space, 
Rhinebeck, New York, NY 
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Summer Group Show, Pace Gallery, New York, NY 
Space and Matter, Sperone Westwater, New York, NY 
Presque Rien, Galerie Marian Goodman, Paris, France 
Selections from The Kramarsky Collection, David Zwirner, New York, NY 
America is Hard to See, Whitney Museum of American Art, New York, NY 
Geometries On and Off the Grid: Art from 1950 to the Present, The 
Warehouse, Dallas, TX 
Berman, Tuttle, Vollmer, Jack Tilton Gallery, New York, NY 

  
2014 Line: The Maker’s Mark, Museum of Fine Arts Houston, CA 

Impulse, Reason, Sense, Conflict; Abstract Art from the Ella Fontanals-
Cisneros Collection, Cisneros Fontanals Art Foundation, Miami, FL 
De Zee – salut d’honneur Jan Hoet, Mu.ZEE, Ostend, Belgium 
Space Out: Migrations to the Interior, Red Bull Studios, New York, NY 
Wizz Eyelashes, Magasin III, Stockholm, Sweden 
*Make it New: Abstract Painting from the National Gallery of Art, 1950–1975, 
The Clark Art Institute, Williamstown, MA 
In the Round, Pace Gallery, New York, NY 
Purple States & Cafe Dancer Pop-up, Andrew Edlin Gallery, New York, NY 
*The Annual 2014: Redefining Tradition, National Academy Museum, New 
York, NY 
Summer exhibition, Annemarie Verna Galerie, Zurich, Switzerland 
*The Shaped Canvas, Revisited, Luxembourg & Dayan, New York, NY 
From Picasso to Sol LeWitt: The Artist’s Book since 1950, Museum 
Meermanno, The Hague, The Netherlands 
Carte Blanche, Pace at Chesa Büsin, Zuoz, Switzerland 
Dorothy and Herb Vogel: On Drawing, Fleming Museum of Art, The University 
of Vermont, Burlington, VT 
The Age of Small Things, Dodge Gallery, New York, NY 
Universal Limited Art Editions: Books, Hiram Butler Gallery, Houston, TX 

  
2013 40 Years at the Daniel Weinberg Gallery, Ambach & Rice, Los Angeles, CA 

Modern Drawings: Selections from the Howard Karshan Collection, The 
Morgan Museum & Library, New York, NY 
*Re-View: Onnasch Collection, Hauser & Wirth, London, England 
Word & Work, Galerie Nächst St. Stephan, Vienna, Austria 
Image and Abstraction, Pace Gallery, New York, NY 
Ode to Summer, Pace Gallery, New York, NY 
Rahway’s Own, Rahway Arts District, Rahway, NJ 
*When Attitudes Become Form: Bern 1969/Venice 2013, Ca’ Corner della 
Regina, Fondazione Prada, Venice, CA 
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Exhibition of Newly Elected Members and Recipients of Honors and Awards, 
American Academy of Arts and Letters, New York, NY 

  
2012 Richard Tuttle & Mei-mei Berssenbrugge: Hello, The Roses, Kunstverein 

Munich, Germany 
Summer Group Show 2012, The Pace Gallery, New York, NY 
Lines of Thought, Parasol Unit, London, England 

  
2011 Beijing Voice: Leaving Realism Behind, The Pace Gallery, Beijing 

The Language of Less (Then), Museum of Contemporary Art, Chicago, IL 
Picasso to Koons: Artist as Jeweler, Museum of Arts and Design, New York, 
NY 
Night Scented Stock, curated by Todd Levin, Marianne Boesky Gallery, New 
York, NY 
Fabric as Form, Tilton Gallery, New York, NY 
Provisional Painting, Stuart Shave/Modern Art, London, England 
Unpainted Paintings, Luxembourg & Dayan, New York, NY 
Paper A–Z, Sue Scott Gallery, New York, NY 
Contemporary Collecting: The Neisser Family Collection, Art Institute of 
Chicago, IL 
Drawn / Taped / Burned: Abstraction on Paper, The Katonah Museum of Art, 
Katonah, NY 
*Splendor of Dynamic Structure: Celebrating 75 Years of the American 
Abstract Artists, Herbert F. Johnson Museum of Art, Cornell University, Ithaca, 
NY 

  
2010 *On-Line: Drawing through the Twentieth Century, Museum of Modern Art, 

New York, NY 
25th Anniversary Show: 1985–2010, Michael Kohn Gallery, Los Angeles, CA 
Love in Vein: Editions Fawbush projects & artists 2005–2010, Gering and 
López Gallery, New York, NY 
*Artpark: 1974–1984, University at Buffalo Art Gallery, Center for the Arts, 
Buffalo, NY 
*50 Years at Pace, The Pace Gallery, New York, NY 
Thrice Upon A Time, Magasin 3, Stockholm Konsthall, Stockholm, Sweden 
Everynight, I go to Sleep, Stuart Shave/Modern Art, London, England 
Grass Grows By Itself, Marlborough Gallery, New York, NY 
*Contemporary Collecting: Selections from the Donna and Howard Stone 
Collection, Art Institute of Chicago, IL 
1968, Locks Gallery, Philadelphia, PA 
\ (LEAN), Nicole Klagsbrun Gallery, New York, NY 
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Prints by Albers, Judd, Reinhardt, Ryman and Tuttle, Pace Prints, New York, 
NY 
Fifty Works for Fifty States: The Dorothy and Herbert Vogel Collection, 
Albright-Knox Art Gallery, Buffalo, NY 

  
2009 Almost, Nicelle Beauchene Gallery, New York, NY 

Sans-Titre #1: Peintures des années 1970–1980, Œuvres de la Collection 
Lambert, Collection Lambert, Avignon, France 
Materialien, Muenzsalon, Berlin, Germany 
Zig Zag, Sperone Westwater, New York, NY 
A Tribute to Ron Warren, Mary Boone Gallery, New York, NY 
Tetsumi Kudo, Richard Tuttle, Andrea Rosen Gallery, New York, NY 
*Target Practice: Painting Under Attack 1949–78, Seattle Art Museum, Seattle, 
WA 
Works On Paper, William Shearburn Gallery, Santa Fe, NM 
Compass in Hand: Selections from The Judith Rothschild Foundation 
*Contemporary Drawings Collection, The Museum of Modern Art, New York, 
NY  
*If We Could Imagine, Glenstone Foundation, Potomac, MD 
*Unfolding Process: Conceptual and Material Practice on Paper, The Herbert 
F. Johnson Museum of Art, Cornell University, Ithaca, NY 
*The Third Mind: American Artists Contemplate Asia, 1860–1989, Solomon R. 
Guggenheim Museum, New York, NY 
*New York/New Drawings 1946–2007, Museo de Arte Contemporáneo 
Esteban Vicente, Segovia, Spain 

 
2008 Abstract Mash-up: Anne Appleby, Pia Fries, Mary Heilmann, Sol LeWitt, 

Dorothy Napangardi, Laurie Reid, Amy Sillman, and Richard Tuttle, Crown 
Point Press, San Francisco, CA 
15 Year Anniversary Exhibition, Galleri Nicolai Wallner, Copenhagen 
Summer in the City 2008, John Berggruen Gallery, San Francisco, CA 
Selections from the Collection of Helga and Walther Lauffs, Zwirner & Wirth 
and David Zwirner, New York, NY; Hauser & Wirth, Zurich, Switzerland 
*Action/Abstraction: Pollock, De Kooning, and American Art, 1940–1976, The 
Jewish Museum, New York, NY 
Sparks! The William T. Kemper Collection Initiative, Nelson-Atkins Museum of 
Art, Kansas City, MO 
Sculpture, Texas Gallery, Houston, TX 
Styrofoam, The Museum of Art, Rhode Island School of Design, Providence, 
RI 
Air Kissing: An Exhibition of Contemporary Art About the Art World, Arcadia 
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University Art Gallery, Philadelphia, PA 
*Collecting Collections: Highlights of the Permanent Collection, Museum of 
Contemporary Art, Los Angeles, CA 

  
2007 Mask, James Cohan Gallery, New York, NY 

*All for Art! Great Private Collections Among Us, Museé des beaux-arts de 
Montréal, Canada 
Not For Sale, P.S. 1 Contemporary Art Center, Long Island City, NY 

  
2006 Freeze! A Selection of Works from a New York Collection, Ronilant + Voena + 

Sperone, London, England 
*Nothing and Everything, Peter Freeman, Inc., New York, NY 
High Times, Hard Times: New York Painting 1967–1975, organized by 
Independent Curators International, New York, NY; Weatherspoon Art 
Museum, Greensboro, NC; Katzen Arts Center, American University, 
Washington, D.C.; National Academy Museum, New York, NY; Museo Tamayo 
Arte Contemporáneo, Mexico City; Neue Galerie Graz, Austria; ZKM/Center for 
Art and Media Karlsruhe, Germany 
New York New York: Fifty Years of Art, Architecture, Cinema, Performance, 
Photography and Video, Grimaldi Forum, Monaco 
Chers Amis, Domaine de Kerguehennec, Bignan, France 
The Last Time They Met, Stephen Friedman Gallery, London, England 
Contemporary Masterworks: Saint Louis Collects, Contemporary Art Museum, 
St. Louis, MO 
The Mediated Gesture, Brooke Alexander Editions and Leo Castelli Gallery, 
New York, NY 

  
2005 Looking at Words: The Formal Presence of Text in Modern and Contemporary 

Works on Paper, Andrea Rosen Gallery, New York, NY 
Greater than the Sun: Selections from the Craig Robins Collection of 
Contemporary Art, University Gallery, University of Florida, Gainesville, FL 
Eccentric Modern, Foundation To-Life, Inc., Mount Kisco, New York, NY 
Minimalism and Beyond, Pulitzer Foundation for the Arts, St. Louis, MO 
*Extreme Abstraction, Albright-Knox Art Gallery, Buffalo, NY 
Drawings from the Modern: 1945–1975, The Museum of Modern Art, New 
York, NY 
A Little Romance: Highlights from the Permanent Collection, Museum of 
Contemporary Art, North Miami, FL 

  
2004 Beauty-in-Advertising, curated by Richard Tuttle, Wolfsonian, Florida 

International University, Miami, FL 
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Design ≠ Art: Functional Objects from Donald Judd to Rachel Whiteread, 
Cooper Hewitt National Design Museum, New York, NY; Museum of Design, 
Atlanta, GA; Aspen Art Museum, Aspen, CO 
Artists’ Books: No Reading Required, Selections from the Walker Art Center 
Library Collection, Tribune Gallery, Minnesota Center for Book Arts, 
Minnesota, MN 
*Indonesian Textiles, curated by Richard Tuttle, Tai Gallery / Textile Arts, 
Santa Fe, NM 
Transmit + Transform, Santa Fe Art Institute, Santa Fe, NM  
ULAE: The Print Show, Oklahoma City Museum of Art, Oklahoma City, OK 
*Das MoMA in Berlin: Meisterwerke aus dem Museum of Modern Art, New 
York¸ Neue Nationalgalerie, Berlin, Germany 

  
2003 Thinking about Sculpture, The Rachofsky House, Dallas, TX 

Tony Feher, Arturo Herrera, Nancy Shaver, and Richard Tuttle, Brent Sikkema, 
New York, NY 
Dwight Hackett Projects, Santa Fe, NM 
*Assemblage, Zwirner & Wirth, New York, NY 
Primary Matters: The Minimalist Sensibility, 1959 to the Present, San 
Francisco Museum of Modern Art, San Francisco, CA 
Arp Artschwager Tuttle, Kent Gallery, New York, NY 
Flirting with Rodchenko, Henry art Gallery, University of Washington, Seattle, 
WA 
American Cutout, New York Studio School, New York, NY 
*The Heroic Century: Masterpieces from The Museum of Modern Art—200 
Paintings and Sculptures, Museum of Fine Arts, Houston, TX 
International Abstraction: Making Painting Real, Part II, Seattle Art Museum, 
Seattle, WA 
In Full View, Andrea Rosen Gallery, New York, NY 
Back to the Present: Minimalist Works from the Museum’s Collection¸ Rhode 
Island School of Design Museum, Providence, RI 
Divergent, Galerie Lelong, New York, NY 
Recent Acquisitions of Contemporary Artists Books, California Palace of the 
Legion of Honor, San Francisco, CA 
Centro Galego de Arte Contemporanea, Santiago de Compostela, Spain 
Spring Fever V: Group Exhibition, Crown Point Press, San Francisco, CA 
American Academy Invitational Exhibition of Painting and Sculpture, American 
Academy of Arts and Letters, New York, NY 

  
2002 The Fall Line: Intuition and Necessity in Contemporary Abstract Drawing, Open 

Studio Press, Boston, MA 
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Works on Paper, Lawrence Markey, New York, NY 
*Drawings of Choice from a New York Collection, Krannert Art Museum, 
University of Illinois, Urbana–Champaign, IL; Arkansas Art Center, Little Rock, 
AR; Georgia Museum of Art, Athens, GA; Cincinnati Museum of Art, Cincinnati, 
OH 
netWork: Joseph Egan, James Bishop, Richard Tuttle, Jerry Zeniuk, Andreas 
Christen, Giulio Paolini, Sylvia Plimack Mangold, Glen Rubsamen, David 
Rabinowitch, Robert Mangold, Rita McBride, Sol LeWitt, Dan Flavin, Fred 
Sandback, Donald Judd, Annemarie Verna Galerie, Zurich, Switzerland 
*To Be Looked At: Painting and Sculpture from the Collection, The Museum of 
Modern Art, Queens, NY 
Watercolor: In the Abstract, Michael C. Rockefeller Arts Center Gallery, 
Fredonia State College, Buffalo, NY 

  
2001 Extreme Connoisseurship, Sert Gallery, Carpenter Center for Visual Arts and 

Fogg Art Museum, Harvard University, Cambridge, MA 
The Devil is in the Details, Allston Skirt Gallery, Boston, MA 
*A Century of Drawing: Works on Paper from Degas to LeWitt, National Gallery 
of Art, Washington, D.C. 
Letters, Signs and Symbols, Brooke Alexander Editions, New York, NY 
*The Onnasch Collection: Aspects of Contemporary Art, Museum d’Art 
Contemporani de Barcelona, Spain; Museu Serralves, Museu de Arte 
Contemporânea, Porto, Portugal 
*Green on Greene, Sperone Westwater, New York, NY 
*Extra Art: A Survey of Artists’ Ephemera, 1960–1999, Logan Galleries, 
California College of the Arts, San Francisco, CA; Institute of Contemporary 
Art, London, England 
*Tramas y Ensamblajas, Museo de Arte Contemporaneo de Oaxaca, Mexico 
Helmut Dorner, Richard Tuttle, Franz West, Brooke Alexander, New York, NY 
*La Biennale di Venezia: Plateau of Humankind, Venice, Italy 
Selections from the Permanent Collection, Museum of Contemporary Art, 
North Miami, FL 
Art Express: Art minimal et conceptual américain, ètat d’une collection, Cabinet 
des estampes au Musée d’art moderne et contemporain, Geneva, Switzerland 
wall>sculpture, Margarete Roeder Gallery, New York, NY 
Measure/Mass: Rita McBride, Sylvia Plimack Mangold, Agnes Martin, James 
Bishop, Joseph Egan, Robert Ryman, Fred Sandback, Richard Tuttle, 
Annemarie Verna Galerie, Zurich, Switzerland 
Eye of Modernism, Georgia O’Keeffe Museum, Santa Fe, NM 
Peaks, Kagan Martos Gallery, New York, NY 
*Poetry Plastique, Marianne Boesky Gallery, New York, NY 
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Objective Color, Yale University Art Gallery, New Haven, CT 
A contretemps, FRAC Picardie, Paris, France 

  
2000 Brand New Prints, Karen McCready Gallery, New York, NY 

Horizon 2000: Artist Woodturners, Brookfield Craft Center, New York, NY 
Soft Core, Joseph Helman Gallery, New York, NY 
The Contemporary Illustrated Book: A Collaboration Between Artist and 
Author, 1960 to the Present, Garcia Street Books, Santa Fe, NM 
Process/Reprocess: Japan and the West, Leslie Tonkonow, New York, NY 
*Hard Pressed: 600 Years of Prints and Process, AXA Gallery, New York, NY; 
Boise Art Museum, Boise, ID; Museum of Fine Arts, Santa Fe, NM; Naples 
Museum of Fine Art, FL 
To Infinity and Beyond: Editions for the Year 2000, Brooke Alexander, New 
York, NY 
Group Show, Grant Selwyn Fine Art, New York, NY 
Da Warhol al 2000: Gian Enzo Sperone 35 anni di mostre fra Europa e 
America, Palazzo Cavour, Turin, Italy 
*Times are Changing, Auf dem Wege! Aus dem 20. Jahrhundert! Eine Auswahl 
von Werken Kunsthalle Bremen 1950–2000, Kunsthalle Bremen, Germany,  
In Depth: Recent Acquisitions in Prints, Whitney Museum of American Art, 
New York, NY 
*Food for the Mind: Die Sammlung Udo und Anette Brandhorst, Bayerische 
Staatsgemäldesammlungen / Staatsgalerie moderner Kunst München, Munich, 
Germany 
*Pintura, FRAC Auvergne, France 
The ‘70s at Crown Point Press and New Releases by Tom Marioni and 
Richard Tuttle, Crown Point Press, San Francisco, CA 
Cosmologies, Sperone Westwater, New York, NY 
Arte Americana: Ultimo decennio, Loggetta lombardesca, Ravenna, Italy 
Soft White: Lighting Design by Artists, University Gallery, Fine Arts Center, 
University of Massachusetts, Amherst, MA 
*2000 Biennial Exhibition, Whitney Museum of American Art, New York, NY 

  
1999 Size Immaterial, Department of Coins and Medals, British Museum, London, 

England 
Drawings from the 1960s, Curt Marcus Gallery, New York, NY 
Drawings from the 1970s by Mel Bochner, Sol LeWitt, Robert Mangold, Sylvia 
Plimack Mangold, Robert Moskowitz, Fred Sandback, Richard Tuttle, 
Lawrence Markey, New York, NY 
The Great Drawing Show, Kohn Turner Gallery, Los Angeles, CA 
*The American Century: Art and Culture 1900–2000; Part II, 1950–2000, 
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Whitney Museum of American Art, New York, NY 
*The Rocket Four: Artist Books of the Turkey Press, Julie Cencebaugh Gallery, 
New York, NY 
Twenty Years of the Grenfell Press, Paul Morris Gallery, New York, NY 
Mixed Bag: Summer Group Show, Schmidt Contemporary Art, St. Louis, MO 
Group Exhibition, Sperone Westwater, New York, NY 
That Certain Look: The Minimalist Tradition in New Mexico, University Art 
Museum, University of New Mexico, Albuquerque, NM 
Circa 1968, Museu Serralves, Museu de Arte Contemporânea, Porto, Portugal 
*White Fire, Flying Man: Amerikanische Kunst 1959–1999 in Basel, Werke aus 
Öffenliche Kunstsammlung Basel und der Emanuel Hoffman-Stiftung, Museum 
für Gegenwartskunst, Basel, Switzerland 
*Afterimage: Drawing Through Process, Museum of Contemporary Art, Los 
Angeles, CA; Contemporary Arts Museum, Houston, TX; Henry Art Gallery, 
University of Washington, Seattle, WA 
ITINERE 2, Palazzo delle Papesse, Centro Arte Contemporanea, Siena, Italy 
Deutsch-amerikanischer Dialog, Galerie Fahnemann, Berlin, Germany 
twistfoldlayerflake, Institute for Contemporary Arts, California College of Arts 
and Crafts, Oakland, CA 

  
1998 Next to Nothing: Minimalist Works from the Albright-Knox Art Gallery, 

Anderson Gallery, State University of New York, Buffalo, NY 
Art Wares, Numark Gallery, Washington, D.C. 
Spatiotemporal, Magasin 3 Stockholm Konsthall, Sweden 
Jürgen Becker, Hamburg, Germany 
Art in New Mexico, Part 1: Works by Agnes Martin, Bruce Nauman, Susan 
Rothenberg, Richard Tuttle, James Kelly Contemporary, Santa Fe, NM 
Sculpture, Rhona Hoffman Gallery, Chicago, IL 
Drawing the Question, Dorsky Gallery, New York, NY 
*Agnes Martin / Richard Tuttle, Modern Art Museum of Fort Worth, TX; SITE 
Santa Fe, NM 
*The Edward R. Broida Collection: A Selection of Works, Orlando Museum of 
Art, FL 
Original Scale, Apex Art, New York, NY 

  
1997 *Drawing is Another Kind of Language: Recent American Drawings from a 

New York Private Collection, Arthur M. Sackler Museum, Harvard University, 
Cambridge, MA; Kupferstichkabinett Academy of Fine Arts, Vienna, Austria; 
Kunstmuseum Winterthur, Switzerland; Kunst-Museum Ahlen, Germany; 
Akademie der Künste, Berlin; Fonds regional d’art contemporain de Picardie 
and Musée de Picardie, Amiens, France; Parrish Art Museum, Southampton, 
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NY; Lyman Allyn Art Museum, New London, CT; Northwestern University, 
Evanston, IL; Contemporary Museum, Honolulu, Hawaii 
Obsession + Devotion, Haines Gallery, San Francisco, CA 
About Context: Eva Hesse, Roni Horn, Agnes Martin, Ree Morton, Sylvia 
Plimack Mangold, James Bishop, Giulio Paolini, Forrest Bess, Fred Sandback, 
Richard Tuttle, Annemarie Verna Galerie, Zurich, Switzerland 
*At the Threshold of the Visible: Minuscule and Small-Scale Art, 1964–1996, 
Herbert F. Johnson Museum of Art, Cornell University, Ithaca, NY; Meyerhoff 
Galleries, Maryland Institute of Art, Baltimore; Art Gallery of Ontario, Toronto, 
Canada; Art Gallery of Windsor, Ontario, Canada; Virginia Beach Center for 
the Arts, VA; Santa Monica Museum of Art, CA; Edmonton Art Gallery, Alberta, 
Canada; Center on Contemporary Art, Seattle, WA 
*Papierskulptur, Oberösterreichisches Landsmuseum, Landsgalerie Linz, 
Austria 
La Biennale di Venezia, 47th Esposizione Internazionale d’Arte, Venice, Italy 
Dan Asher, Richard Tuttle, Galerie Bismarck, Bremen, Germany 
Wood Not Wood: Work Not Work, A/D, New York, NY 
Works on Paper: James Bishop, Paul Feeley, Shirley Jaffe, Richard Tuttle, 
Lawrence Markey, New York, NY 
New York on Paper, Baumgartner Galleries, Washington, D.C. 
*Die Sammlung Anne-Marie und Ernst Vischer-Walder: Ein Vermächtnis, 
Öffentliche Kunstsammlung Basel, Switzerland 

  
1996 Schwere-los Skulpturen, Oberösterreichisches Landesmuseum, Landesgalerie 

Linz, Austria 
Limited Edition Artists Books since 1990, Brooke Alexander, New York, NY 
West Meets East: Works on Paper, Numark Gallery, Washington, D.C 
On Paper II, Schmidt Contemporary Art, St. Louis, MI 
Retrospktiv II: Sol LeWitt und Richard Tuttle, Annemarie Verna Galerie, Zurich, 
Switzerland 

  
1995 52nd Carnegie International, Carnegie Museum of Art, Pittsburgh, PA 

*Contemporary Drawing: Exploring the Territory, Aspen Art Museum, Aspen, 
CO 
Abstrakt, Galerie Klein, Bad Münstereifel-Mutscheid, Germany 
Works on Paper, Jürgen Becker, Hamburg, Germany 

  
1994 *Amerikanische Zeichnungen und Graphik: Von Sol LeWitt bis Bruce Nauman, 

Kunsthaus Zurich, Switzerland 
Ethereal Materialism, Apex Art, New York, NY. 
Praticamente argento/Basically Silver, Studio La Città, Verona, Italy 
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*On a Clear Day, Staatliche Kunsthalle Baden-Baden, Germany 
Printed in the 1970s, Brooke Alexander, New York, NY 
*Zimmer in denen die Zeit nicht zählt: Die Sammlung Udo und Anette 
Brandhorst, Museum für Gegenwartskunst, Öffenliche Kunstsammlung, Basel, 
Switzerland 
From Minimal to Conceptual Art: Works from the Dorothy and Herbert Vogel 
Collection, National Gallery of Art, Washington, D.C.;Portland Museum of Art, 
Portland, OR; Archer M. Huntington Art Gallery, University of Texas, Austin, 
TX; Wäinö Aaltonen Museum of Art, Turku, Finland; Tel Aviv Museum of Art, 
Israel 
*Evolutions in Expression: Minimalism and Post-Minimalism from the 
Permanent Collection of the Whitney Museum of American Art, Whitney 
Museum of American Art, Champion Branch, Stamford, CT 
*Western Artists/African Art, Museum for African Art, New York, NY 

  
1993 Das Einfache ist das Schwierge, Kunsthaus Zug, Switzerland 

The Contemporary Artist’s Book: The Book as Art, 871 Fine Arts, San 
Francisco, CA 
Sculpture & Multiples, Brooke Alexander, New York, NY 

  
1992 A/D at the Peter Joseph Gallery, Peter Joseph Gallery, New York, NY 

*Paolo Uccello: Battaglie nell’arte del XX secolo, La Salerniana, Erice, Italy 
*Gifts and Acquisitions in Context, Whitney Museum of American Art, New 
York, NY 
15th Anniversary Exhibition, Rhona Hoffman Gallery, Chicago, CA 
*New Directions in Multiples, The Aldrich Museum of Contemporary Art, 
Ridgefield, CT; Museum of Contemporary, Wright State University, Dayton, OH 
*Arte Americana, 1930–1970, Fiat-Lingotto, Turin, Italy 

  
1991 Drawings, Brooke Alexander, New York, NY 

*Stubborn Painting: Now and Then, Max Protetch Gallery, New York, NY 
Discarded, Emerson Gallery, Rockland Center for the Arts, West Nyack, New 
York, NY 
Den Gedanken auf der Spur blieben, Museum Haus Lange and Museum Haus 
Esters, Krefeld, Germany 
Karl August Burckhardt-Koechlin-Fonds: Zeichnungen des 20. Jahrhunderts, 
Kunstmuseum Basel, Switzerland 
Essentially Raw, Sue Spaid Fine Art, Los Angeles, CA 
Drawing by Sculptors, Greenberg Gallery, St. Louis, MI 
Ellsworth Kelly, Robert Moskowitz, Richard Tuttle, Blum Helman Gallery, New 
York, NY 
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Poets/Painters Collaborations, Brooke Alexander, New York, NY 
Ulrich Rückriem, Richard Tuttle, Remy Zaugg, Brooke Alexander, New York, 
NY 
Masterworks of Contemporary Sculpture, Blum Helman Gallery, New York, NY 

  
1990 The Garden, A/D, New York, NY 

Quotations, Part III, Annemarie Verna Galerie, Zurich, Switzerland 
John Cage, Alan Saret, Richard Tuttle, Christine Burgin Gallery, New York, NY 
Stendhal Syndrome: The Cure, Andrea Rosen Gallery, New York, NY 
Accrochage, Galerie Schmela, Düsseldorf, Germany 
The New Sculpture 1965–75: Between Geometry and Gesture, Whitney 
Museum of American Art, New York, NY; Museum of Contemporary Art, Los 
Angeles, CA 
*Concept Art, Minimal Art, Arte Povera, Land Art: Sammlung Marzona, 
Kunsthalle Bielefeld, Germany 
Group Show, Blum Helman Gallery, New York, NY 
About Round, Round About: A Collection of Circles, Spheres, & Other Round 
Matter, Anders Tornberg Gallery, Lund, Sweden 
*Contemporary Illustrated Books: Word and Image, 1967–1988, Franklin 
Furnace Archive, New York, NY; Nelson-Atkins Museum of Art, Kansas City, 
MI; University of Iowa Museum of Art, Iowa City, IA 
Minimal Art, Blum Helman Gallery, New York, NY 

  
1989 The Eighties in Review: Selections from the Permanent Collection of the 

Whitney Museum of American Art, Whitney Museum of American Art, Fairfield 
County, Stamford, CT 
The Library, A/D, New York, NY 
Immaterial Objects: Works from the Permanent Collection of the Whitney 
Museum of American Art, New York, North Carolina Museum of Art, Raleigh, 
NC; Albany Museum of Art, Georgia; San Jose Museum of Art, CA 
Domenico Bianchi, Robert Ryman, Richard Tuttle, Sperone Westwater, New 
York, NY 
Richard Tuttle, Michael Young, José María Sicilia, Blum Helman Gallery, New 
York, NY 
Group Show, Blum Helman Gallery, New York, NY 
Rain of Talent: Umbrella Art, Fabric Workshop and Museum, Philadelphia, PA 
A/D, New York, NY 
Galerie Schmela, Düsseldorf, Germany 
Alan Kirili, Richard Tuttle, William Wegman, Holly Solomon Gallery, New York, 
NY 
Object of Thought: A Collection of Objects and Small Sculptures, Anders 
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Tornberg Gallery, Lund, Sweden 
  
1988 *Three Decades: The Oliver-Hoffmann Collection, Museum of Contemporary 

Art, Chicago, IL 
Works on Paper, Blum Helman Gallery, New York, NY 
Köln sammelt: Zeitgenössiche Kunst aus Kölner Privatbesitz, Museum Ludwig, 
Cologne, Germany 
Black and White, Fabric Workshop, Philadelphia, PA 
*From the Collection of Dorothy and Herbert Vogel, Arnot Art Museum, Elmira, 
NY; Grand Rapids Art Museum, MI; Terra Museum of American Art, Chicago, 
IL; Laumeier Sculpture Park, St. Louis, MI; Art Museum at Florida International 
University, Miami, FL 
Skulpturen Republik, Kunstraum Wien im Messepalast, Vienna, Austria; John 
Hansard Gallery, Southampton University, England 
Zeichenkunst der Gegenwart: Sammlung Prinz Franz von Bayern¸ Staatliche 
Graphische Sammlung München, Munich, Germany  
Group Exhibition, Blum Helman Gallery, New York, NY 
Richard Artschwager, Multiples; Dan Flavin, Sculptures; Donald Judd, 
Sculptures; Richard Tuttle, Objects, Galerie Tanit, Munich, Germany 
*Amerikkalaista nykytaidetta, Sara Hildén Art Museum, Tampere, Finland; 
Kunstnernes Hus, Oslo, Norway 
Group Show, Blum Helman Gallery, New York, NY 
(C)Overt: A Series of Exhibitions, P.S. 1, Institute for Art and Urban 
Resources, New York, NY 
Source and Inspiration: A Continuing Tradition, Hirschl & Adler Folk, New York, 
NY 

  
1987 *Sculptors on Paper: New Work, Madison Art Center, Madison, WI; Pittsburgh 

Center for the Arts, Pittsburgh, PA; Kalamazoo Institute of Arts, MI; Sheldon 
Memorial Art Gallery, University of Nebraska, Lincoln, NE 
Seldom Seen, Genovese Graphics, Boston, MA 
Beuys, Cahn, Fontana, Graubner, Lohman, Meuser, V. Nagel, Oldenburg, 
Polke, Saure, Scully , Tinguely, Tuttle, Twombly, Zeithamml, Galerie Schmela, 
Düsseldorf, Germany 
Early Concepts of the Last Decade, Holly Solomon Gallery, New York, NY 
*Skulptur Projekte in Münster 1987, Westfälische Landesmuseum, Münster, 
Germany 
Summer Group Show, Blum Helman Gallery, New York, NY 
*Jenseits des Bildes: Werke von Robert Barry, Sol LeWitt, Robert Mangold, 
Richard Tuttle aus der Sammlung Dorothy and Herbert Vogel, New York, 
Kunsthalle Bielefeld, Germany 
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*1987 Biennial Exhibition, Whitney Museum of American Art, New York, NY 
*Die Gleichzeitigkeit des Andern: Materialien zu einer Austellung, 
Kunstmuseum Bern, Switzerland 
*1967: At the Crossroads, Institute of Contemporary Art, University of 
Pennsylvania, PA 
*Metaphor: Myron Stout, Richard Tuttle. Richard Wentworth, Win Knowlton, 
Kent Fine Art, New York, NY 
Rauschenberg, Schwitters, Tuttle, Blum Helman Gallery, New York, NY 
Selections from the Roger and Myra Davidson Collection of International 
Contemporary Art, Art Gallery of Ontario, Toronto, Canada 
White, Blum Helman Gallery, New York, NY 

  
1986 *Beelden in Glas / Glass Sculpture, Fort Asperen, Leerdam, the Netherlands 

SkulpturSein, Städtische Kunsthalle Düsseldorf, Germany 
Esculturas sobre la pared, Galería Juana de Aizpuru, Madrid, Spain 
Prospect 86, Frankfurter Kunstverein, Frankfurt, Germany 
*Drawings from the Collection of Dorothy and Herbert Vogel, Department of Art 
Galleries, University of Arkansas, Little Rock, AR; Moody Gallery of Art, 
University of Alabama, Tuscaloosa, AL; Museum of Art, Pennsylvania State 
University, State College, PA 
*Entre la Geometría y el Gesto: Escultura Norteamericano, 1965–1975, 
Palacio de Velázquez, Parque del Retiro, Madrid, Spain 
Wien Fluss, 1986, Wiener Secession am Steinhof-Thaterbau, Vienna, Austria 

  
1985 *Correspondences: New York Art Now, Laforet Museum Harajuku, Tokyo, 

Japan; Tochigi Prefectural Museum of Fine Arts, Japan 
*Spuren, Skulpturen und Monumente ihrer präzisen Reise, Kunsthaus Zurich, 
Switzerland 
*Vom Zeichnen: Aspekte der Zeichnung 1960–1985, Frankfurter Kunstverein, 
Frankfurt, Germany; Kasseler Kunstverein, Kassel, Germany; Museum 
Moderner Kunst Wien, Vienna, Austria 
American Eccentric Abstraction, Blum Helman Gallery, New York, NY 
*Three Sculptors: John Duff, Joel Shapiro, Richard Tuttle, Krannert Art 
Museum, University of Illinois, Urbana-Champaign, IL 
*Sculptures, première approach pour un parc, Fondation Cartier pour l’art 
contemporain, Jouy-en-Josas, France 
*Dreissig Jahre durch die Kunst: Museum Haus Lange, 1950–1985, Museum 
Haus Lange and Museum Haus Esters, Krefeld, Germany 
Accrochage, Galerie Schmela, Düsseldorf, Germany 
American/European Part I: Painting Sculpture 1985, L.A. Louver, Venice, CA 
Affiliations: Recent Sculpture and Its Antecedents, Whitney Museum of 
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American Art, Fairfield County, Stamford, CT 
Dan Flavin, Morris Louis, Brice Marden, Richard Serra, Richard Tuttle: Neue 
Daierleihgaben aus der Sammlung Reinhard Onnach, Berlin, Städtisches 
Museum Abteiberg, Mönchengladbach, Germany 
Wasserfarbenblatter von Joseph Beuys, Nicola De Maria, Gerhard Richter, 
Richard Tuttle, Westfälischer Kunstverein, Muenster, Germany 
*Drawings Acquisitions: 1981–1985, Whitney Museum of American Art, New 
York, NY 
In offener Form, Museum Haus Esters, Krefeld, Germany 
Drawings by Sculptors, Brooke Alexander, New York, NY 
*Dracos Art Center, Dracos Art Center, Athens, Greece 
*Fortissimo: Thirty Years from the Richard Brown Baker Collection of 
Contemporary Art, Museum of Art, Rhode Island School of Design, 
Providence, RI; San Diego Museum of Art, San Diego, CA; Portland Museum 
of Art, Portland, OR 
 

1984 *Sculptors’ Drawings 1910–1980: Selections from the Permanent Collection, 
Whitney Museum of American Art¸ Visual Arts Gallery, Florida International 
University, Miami, 1984; Aspen Art Museum, Aspen, CO; Museum of South 
Texas, Corpus Christi, TX; Philbrook Arts Center, Tulsa, MO 
In Existum Cuiusdam, Annemarie Verna Gallery, Zurich, Switzerland 
*Aquarelle, Kasseler Kunstverein, Kassel, Gaermany 
American Sculpture, Margo Leavin Gallery, Los Angeles, CA 
Zeichnungen für die dritte Dimension (eigene Bestände), Basel Museum für 
Gegenwartskunst, Switzerland 
Drawing by Sculptors: Two Decades of Non-Objective Art in the Seagram 
Collection, Montreal Museum of Fine Arts, Montreal, Canada; Vancouver Art 
Gallery, British Columbia; Nickle Arts Museum, Calgary, Alberta; Seagram 
Building, New York, NY; London Regional Art Gallery, Ontario, Canada 
Painting and Sculpture Today, 1984, Indianapolis Museum of Art, IN 
*The Tremaine Collection: Twentieth-Century Masters, The Spirit of 
Modernism¸ Wadsworth Atheneum, Hartford, CT 
Forms That Function, Katonah Gallery, Katonah, New York 

  
1983 *American Works on Paper: 100 Years of American Art History, organized by 

Smith Kramer Art Connections, Kansas City, MO 
*The First Show: Painting and Sculpture from Eight Collections 1940–1980, 
Museum of Contemporary Art, Los Angeles, CA 
*15 Jahre Sammlung Helga und Walther Lauffs im Kaiser Wilhelm Museum 
Krefeld, Kaiser Wilhelm Museum, Krefeld, Germany 
Werke auf Papier / Works on Paper: James Bishop, Sol LeWitt, Robert 
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Mangold, Richard Tuttle, Annemarie Verna Galerie, Zurich, Switerland 
Ars 83 Helsinki, Ateneumin taidemuseo, Helsinki, Finland 
10 Jahre Kunstraum München, Jubiläumsausstellung, Kunstraum München, 
Munich, Germany 
Minimalism to Expressionism: Paintings and Sculpture Since 1965 from the 
Permanent Collection, Whitney Museum of American Art, New York, NY 
*Objects, Structures, Artifice, SVC Fine Arts Gallery, University of South 
Florida, Tampa, FL; Center Gallery, Bucknell University, Lewisburg, PA 
When Art Becomes Book, When Books Become Art, Annemarie Verna 
Galerie, Zurich, Switzerland 
Small Is Beautiful, Freedman Gallery, Albright College, Reading, PA; Center 
Gallery, Bucknell University, Lewisburg, PA 
Drawings—Disegni—Zeichnungen I, Annemarie Verna Galerie, Zurich, 
Switzerland 
Abstract Painting: 1960–1969, P.S. 1, Institute for Art and Urban Resources, 
New York, NY 

  
1982 Arbeiten auf Papier, Galerie Schmela, Düsseldorf, Germany 

*20th Anniversary Exhibition of the Vogel Collection, Brainerd Art Gallery, 
State University College of Arts and Science, Potsdam, NY; Gallery of Art, 
University of Northern Iowa, Cedar RapidsIA 
Marilena Bonomo: Invitation à un voyage à travers l’art contemporain¸ Centre 
d’art contemporain, Geneva, Switzerland  
Ryman/Tuttle/Twombly: New Work, Blum Helman Gallery, New York, NY 
Papyrus Abstractus: From Drawing to Sculpture, Town Hall Gallery, Westport, 
CT 
*Documenta 7, Museum Fridericianum, Kassel, Germany 
*American Painting and Sculpture: 74th Annual, Art Institute of Chicago, IL 
25 Jahre Galerie Schmela: 1957–1982, Galerie Schmela, Düsseldorf, 
Germany 
Prints by Contemporary Sculptors, Yale University Art Gallery, New Haven, CT 
*‘60–’80: Attitudes/Concepts/Images, Stedelijk Museum, Amsterdam 
Du livre. Concurrent exhibition at: Musée des Beaux-Arts, Rouen, France; 
Bibliothèque Minicipale, Rouen, France, Galerie Déclinaisons, Rouen, France; 
École des Beaux-Arts, Rouen, France; C.R.D.P., Mont-Saint-Aignan, France 
Artists’ Photographs, Crown Point Gallery, Oakland, CA 

  
1981 *Murs, Centre National d’art et de culture Georges Pompidou, Musée national 

d’art moderne, Paris, France 
IArt Materialized: Selections from the Fabric Workshop, organized by 
Independent Curators Incorporated, New York, New Gallery for Contemporary 
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Art, Cleveland, OH; Gibbes Art Gallery, Charleston, SC; Hudson River 
Museum, Yonkers, NY; University of South Florida Art Galleries, Tampa, FL; 
Art Museum and Galleries, California State University, Long Beach, CA; 
Alberta College of Art Gallery, Calgary, Canada; Pensacola Museum of Art, 
Pensacola, FL 
Galerie Schmela, Düsseldorf, Germany 
*Amerikanische Malerei: 1930–1980, Haus der Kunst, Munich, Germany 
*No Title: The Collection of Sol LeWitt, Wesleyan University Art Gallery and 
Davidson Art Center, Middleton, CT 
Relief(s): Richard Tuttle, Nancy Bowen, Don Hazlitt, Institut Franco-Américain, 
Rennes, France 
*Selections from the Chase Manhattan Bank Art Collection, University Gallery, 
University of Massachusetts, Amherst, MA; Robert Hull Fleming Museum, 
University of Vermont, Burlington, VT; David Winton Bell Gallery, Brown 
University, Providence, RI 
*Drawing Acquisitions, 1978–1981, Whitney Museum of American Art, New 
York, NY 
*Drawing Distinction: American Drawings of the Seventies, Louisiana Museum 
of Modern Art, Humlebæk, Denmark; Kunsthalle Basel, Switzerland; 
as Amerikanische Zeichnungen der Siebziger Jahre, Städtische Galerie im 
Lenbachhaus, Munich; Wihelm-Hack-Museum, Ludwigshafen, Germany 
*Il limite svelato: Artista, cornice, pubblico, Museo Civico di Torino, Mole 
Antonelliana, Turin, Ital 
Westkunst: Zeitgenössische Kunst seit 1939, Museen der Stadt, Cologne, 
Germany 
Heidi Glück, Joshua Neustein, David Reed, Joel Shapiro, Richard Tuttle, 
Bertha Urdang Gallery, New York, NY 
*Vonal, Pésci Galéria, Pécs, Hungary 
*New Works of Contemporary Art and Music, Fruitmarket Gallery, Edinburgh, 
Scotland 

  
1980 Selected Works from the Betty Parsons Gallery, Heath Gallery, Atlanta, GA 

Drawn in Space, Washington Project for the Arts, Washington, D.C. 
*Maximum Coverage: Wearables by Contemporary American Artists, John 
Michael Kohler Arts Center, Sheboygan, WI; University of North Dakota, Grand 
Forks, ND 
Zeichnungen” Neuerwerbungen, 1976–80, Museum Haus Lange, Krefeld, 
Germany 
*Skulptur im 20. Jahrhundert, Wenkenpark, Riehen, Basel, Switzerland  
Pier + Ocean: Construction in the Art of the Seventies, Hayward Gallery, 
London, England; Rijkmuseum Kröller-Müller, Otterlo, The Netherlands 
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*Explorations in the ‘70s, Pittsburgh Plan for Art, Pittsburgh, PA  
*Printed Art: A View of Two Decades, The Museum of Modern Art, New York, 
NY 
Die Sammlung der Emanuel Hoffman-Stiftung, Museum für Gegenwartskunst, 
Öffentliche Kunstsammlung, Basel, Switzerland 
*Art/Book/Art, organized by Detroit Institute of Arts, Detroit, MI; Slusser 
Gallery, University of Michigan, Ann Arbor, MI; Mid-Michigan Community 
College, Harrison, MI; Urban Institute for Contemporary Art, Grand Rapids, MI; 
Willard Library, Battle Creek, MI; Ella Sharp Museum, Jackson, MI 

  
1979 Re: Figuration, Max Protetch Gallery, New York, NY 

Fabric Workshop, Marian Locks Gallery, Philadelphia, PA 
*American Abstract Artists: The Language of Abstraction, Betty Parsons 
Gallery and Marilyn Pearl Gallery, New York, NY 
New York: A Selection from the Last Ten Years, Otis Art Institute, Los Angeles, 
CA 
*Material Pleasures: The Fabric Workshop at ICA, Institute of Contemporary 
Art, University of Pennsylvania, PA 
*Pittura-Ambiente, Palazzo Reale, Milan, Itlay 
*1979 Biennial Exhibition, Whitney Museum of American Art, New York, NY 
Drawing and Sculpture, Adler Gallery, Los Angeles, CA 
*Drawings About Drawings Today, The Ackland Art Museum, University of 
North Carolina, Chapel Hill, NC 

  
1979 Door beeldhouwer gemaakt, Stedelijk Museum, Stedelijk, Amsterdam 

Sol LeWitt, Richard Long, Richard Tuttle, Yale School of Art, New Haven, CT 
New Editions, Brooke Alexander, New York, NY 
*20th Century American Drawings: Five Years of Acquisitions¸ Whitney 
Museum of American Art, New York, NY 
Brooke Alexander: A Decade of Print Publishing, Boston University Art Gallery, 
Boston, MA  

  
1978 Marta & Maria, Galleria d’arte Spagnoli, Florence, Italy 

Works from the Collection of Dorothy and Herbert Vogel, University of 
Michigan Museum of Art, Ann Arbor, MI 
Small Objects, Whitney Museum of American Art, Downtown Branch, New 
York, NY 
*A View of a Decade, Museum of Contemporary Art, Chicago, IL 
*American Drawing, 1927–1977, Minnesota Museum of Art, St. Paul, MN 
20th-Century American Art from Friends’ Collection, Whitney Museum of 
American Art, New York, NY 
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Documenta 6, Orangerie, Kassel, Germany 
Ideas in Sculpture: 1965–1977, Renaissance Society at the University of 
Chicago, Chicago, IL 
1977 Biennial Exhibition, Whitney Museum of American Art, New York, NY 
Selected Works on Paper Published by Brooke Alexander, Hansen-Cowles 
Gallery, Minneapolis, MN. 
Brooke Alexander, New York, NY 

  
1976 *Artists’ Books, organized by the Arts Council of Great Britain, England 

Soft Works of the Late Sixties, Buecker & Harpsichords, New York, NY 
*100 dessins de Musée de Grenoble, 1900–1976, Musée de Grenoble, France 
*Private Notations: Artists’ Sketchbooks II, Philadelphia College of Art, 
Philadelphia, PA  
Torn, Folded, and Crumpled, Parsons-Dreyfuss Gallery, New York, NY 
*New York in Europa, Nationalgalerie Berlin, Germany 
*American Artists: A New Decade, Detroit Institute of Arts, Detroit, MI; Fort 
Worth Art Museum, TX; Grand Rapids Art Museum, MI 
Bis Heute: Zeichnungen für das Kunstmuseum Basel aus dem Karl A. 
Burckhardt-Kpechlin-Fonds, Kunsthalle Basel, Switzerland 
*Rooms, P.S. 1, Institute for Art and Urban Resources, Long Island City, NY 
Ideas on Paper 1970–1976, Renaissance Society at the University of Chicago, 
Chicago, IL 
Critical Perspectives in American Art, Fine Arts Center Gallery, University of 
Massachusetts, Amherst, MA; 37th La Biennale di Venezia, United States 
Pavilion, 1976. 
*Davidson National Print and Drawing Competition, Stowe Gallery, Davidson 
College, NC 
*Two Hundred Years of American Sculpture, Whitney Museum of American 
Art, New York, NY 
Line, Visual Arts Museum, New York; Philadelphia College of Art, Philadelphia 
PA 
*Drawing Now, The Museum of Modern Art, New York, NY; Kunsthalle Basel, 
Basel, Switzerland; Kunsthaus Zurich, Zurich, Switzerland; Staatliche 
Kunsthalle Baden-Baden, Switzerland; Graphische Sammlung Albertina, 
Vienna, Austria; Sonja Henie-Niels Onstad Museum, Oslo, Norway; Tel Aviv 
Museum, Israel 
Approaching Painting, Hallwalls, Buffalo, NY 
The Book as Art, Fendrick Gallery, Washington, D.C. 

  
1975 Art on Paper 1975: The Weatherspoon Annual Exhibition, University of South 

Carolina, Greensboro, SC 
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*Painting, Drawing, and Sculpture of the ‘60s and ‘70s from the Dorothy and 
Herbert Vogel Collection, Institute of Contemporary Art, University of 
Pennsylvania, Philadelphia, PA; Contemporary Arts Center, Cincinnati, OH 
*Tendances actuelles de la nouvelle peinture americaine, ARC 2, Musée d’art 
moderne de la ville de Paris, France 
Recent Drawings, organized by the American Federation of the Arts, New 
York, NY; Traveled June 1975–December 1976 
Galleria Marilena Bonimo, Bari, Italy 
USA Zeichnungen 3, Städtisches Museum Schloss Morsbroich, Leverkusen, 
Germany 
The Small Scale in Contemporary Art, Society for Contemporary Art and the 
Art Institute of Chicago, Illinois, IL 
*Richard Brown Baker Collects! A Selection of Contemporary Art from the 
Richard Brown Baker Collection, Yale University Art Gallery, New Haven, CT 
Selections from the Collection of Dorothy and Herbert Vogel, Clocktower 
Gallery, Institute for Art and Urban Resources, New York, NY 
Fourteen Artists, Baltimore Museum of Art, Baltimore, MD 
Abstract Watercolors: 1942–1975, Buecker & Harpsichords, New York, NY 
Color. Organized by the International Council of The Museum of Modern Art, 
New York, NY; Museo de Arte Moderno, Bogotá; Museo de Arte de São Paulo, 
Brazil; Museu de Arte Moderna, Rio de Janeiro; Museo de Bellas Artes, 
Caracas; Museo de Arte Moderno, Mexico City 
*Mel Bochner, Barry Le Va, Dorothea Rockburne, Richard Tuttle, 
Contemporary Arts Center, Cincinnati, OH 

  
1974 Recent Prints, Brooke Alexander, New York, NY 

The Bay Are Collects: Sandra and Breck Caldwell, University Art Museum, 
University of California, Berkeley, CA 
*Painting and Sculpture Today, 1974, Contemporary Art Society of the 
Indianapolis Museum of Art, IN; Contemporary Arts Center and Taft Museum, 
Cincinnati, OH 
Printed, Cut, Folded, Pasted and Torn, The Museum of Modern Art, New York, 
NY 
Works on Paper, Art Lending Service Exhibition, Penthouse Gallery, The 
Museum of Modern Art, New York, NY 
Line as Language: Six Artists Draw, Art Museum, Princeton University, 
Princeton, NJ 

  
1973 Hand Colored Prints, Brooke Alexander, New York, NY; Webb and Parsons, 

Bedford Village, New York, NY; Graphics I & II, Boston 
Drawings, Barbara Cusack Gallery, Houston, TX 
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*Contemporanea, Parcheggio di Villa Borghese, Rome, Italy 
*A Selection of American and European Paintings from the Richard Brown 
Baker Collection, San Francisco Museum of Art, San Francisco, CA; Institute 
of Contemporary Art, University of Pennsylvania, Philadelphia, PA 
New American Graphic Art, Fogg Art Museum, Harvard University, Cambridge, 
MA 
Of Paper, Newark Museum, Newark, NJ 
American Drawings 1963–1973, Whitney Museum of American Art, New York, 
NY 
*Art in Evolution, Xerox Square Exhibition Center, New York, NY 
*Arte come arte, Centro Comunitario de Brera, Milan, Italy 
*Options and Alternatives: Some Directions in Recent Art, Yale University Art 
Gallery, New Haven, CT 
*Bilder, Objekte, Filme, Konzepte, Stadtische Galerie in Lenbachhaus, Munich, 
Germany 
Yngre Amerikansk Kunst: Tenginger og grafik, Gentofte Rädhus, 
Charlottenlund, Norway; Århus Kunstmuseum, Denmark; Henie Onstad 
Kunstsenter Oslo, Norway; Hamburger Kunsthalle, Germany; Moderna 
Museet, Stockholm 

  
1972 Small Series, Paula Cooper Gallery, New York, NY 

[Drawing], The Museum of Modern Art, Oxford, England 
*Actualite d’un Bilan, Galerie Yvon Lambert, Paris, France 
*Book as Artwork 1960/72, Nigel Greenwood, London, England 
*Documenta 5: Befragung der Realitat, Bildwelten heute, Museum 
Fridericianum, Kassel, Germany 
Drawing in Space: 19 American Sculptors, Katonah Gallery, Katonah, NY 
*Amerikanische Graphik seit 1960, Bünder Kunsthaus, Chur, Switzerland; 
Kunstverein Solothurn, Switzerland; Musée d’art et d’historie, Geneva; 
Kunsthaus Aarau, Switzerland; Kunsthalle, Basel, Switzerland 
Meisterwerke des 20. Jahrhunderts, Galerie Schmela, Düsseldorf, Germany 
Recent Painting and Sculpture, Munson-Williams Proctor Institute, Utica, New 
York 

  
1971 *Die Hanspeter Schulthess-Oeri-Siftung, 1961–1971, Kunstmuseum Basel, 

Basel, Switzerland 
*Funf Sammler: Kunst unserer Zeit, Von der Heydt-Museum, Wuppertal, 
Germany 
Paintings Without Supports, Bennington College, Vermont 

  
1970 Paperworks, Art Lending Services, Penthouse Gallery, The Museum of 
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Modern Art, New York, NY 
*Die Sammlung der Emanuel Hoffman-Stiftung, Kunstmuseum Basel, Basel, 
Switzerland 
American Drawings, Galerie Yvon Lambert, Paris, France 
Zeichnungen Amerikanischer Künstler, Galerie Ricke, Cologne, Germany 
*Using Walls (Indoors), Jewish Museum, New York, NY 
New Materials: Procedures in Sculpture, Austin Arts Center, Trinity College, 
Hartford, CT 

  
1969 *Art on Paper 1969: The Weatherspoon Annual Exhibition, University of North 

Carolina, Greensboro, NC 
*Young Artists from the Collection of Charles Cowles, Aldrich Museum of 
Contemporary Art, Ridgefield, CT 
Other Ideas, Detroit Institute of the Arts, Detroit, MI  
*Anti-Illusion: Procedures/Materials, Whitney Museum of American Art, New 
York, NY 
*Sammlung Helmet Klinker, Städtische Kunstgalerie Bochum, Germany 
When Attitudes Become Form—Works—Concepts—Processes—Situations—
*Informations, Kunsthalle Bern, Bern, Germany; Museum Haus Lange, Krefeld, 
Germany; Institute of Contemporary Arts, London, England 
Soft Art, New Jersey State Museum Cultural Center, Trenton, NJ 
*Thirty-First Biennial Exhibition of Contemporary American Painting, Corcoran 
Gallery of Art, Washington, D.C. 
*Here & Now, Washington University Gallery of Art, St. Louis, MI 

  
1968 Some Younger American Painters and Sculptors, organized by the American 

Federation of the Arts, New York, NY 
American Abstract Artists: 32nd Anniversary Show, Riverside Museum, New 
York, NY 
Anti-Form, John Gibson Gallery, New York, NY 
*Betty Parsons’ Private Collection, Finch College Museum of Art, New York, 
NY; Cranbrook Academy of Art, Bloomfield, MI; Brooks Memorial Art Gallery, 
Memphis, TN 
*Painting: Out from the Wall, Des Moines Art Center, IA 
Preview 1968, Widener Gallery, Trinity College, Hartford, CT 

  
1966 Contemporary American Painting: 12th Annual Exhibition, Ralph Wilson 

Gallery, Lehigh University, Bethlehem, PA 
Twentieth Anniversary, 1946–1966: Pattern Art, Betty Parsons Gallery, New 
York, NY 
A Selection of Contemporary American Paintings and Sculpture from the 
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Atheneum’s Permaneny Collection, Wadsworth Atheneum, Hartford, CT 
Twenty-Five Paintings ’65, organized by Betty Parsons Gallery, New York, NY; 
Virginia Museum of Fine Arts, Richmond, VA; traveled to six additional venues 
in Virginia 
*2e Salon International de Galeries Pilates, Musée cantonal des Beaux-Arts,
Palais de Rumine, Lausanne, Switzerland
Selections from the Art Lending Service, Penthouse Gallery, The Museum of
Modern Art, New York, NY

1965 The Box Show, Byron Gallery, New York, NY  
Contemporary American Painting: 11th Annual Exhibition, Ralph Wilson 
Gallery, Lehigh University, Bethlehem, PA 
Drawings from the Collection of Betty Parsons, Virginia Museum of Fine Arts, 
Richmond, VA 
A New York Collector Selects, Mrs. B. Tremaine, San Francisco Museum of 
Art, San Francisco, CA 
The Seventh Selection of the Society for the Encouragement of Contemporary 
Art: A New York Collector Selects, San Francisco Museum of Art, San 
Francisco, CA 
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RICHARD TUTTLE ASKS THE VIEWER TO LOOK BEYOND APPEARANCES 
AT THE PHILLIPS COLLECTION
Maria Vogel | October 1, 2018

RICHARD TUTTLE EXHIBITION AT THE PHILLIPS COLLECTION.

Richard Tuttle has spent the better part of the past 50 years pushing the boundaries of the contemporary art world. His distinct-
ively minimalist artworks are as intriguing as they are perplexing. Though provoking controversy throughout his long-held career, 
Tuttle’s mark on the landscape continues to be felt as he introduces new modes of artistic representation into institutions around 
the world.

Tuttle’s latest exhibition, “It Seems Like It’s Going To Be,” finds home at The Phillips Collection as part of their Intersections series, 
where they invite old and new traditions of modern and contemporary art into the same space. The exhibition consists of 41 works 
which Tuttle based off a 41-verse poem which he also authored. The diverse body of work exists in conversation with works on 
paper by Matisse, Hepworth, Rodin, and others, that are a part of the Phillips’ permanent collection. Here, Tuttle discusses how 
he came to this body of work.

This exhibition stands as an example of your ability to constantly challenge and innovate your practice. How did the 
experience of creating these works differ from past exhibitions? When I was asked to prepare an exhibition, I viewed it as a 
clarion call for the best I could offer.

Each morning after waking I wait to hear words I call poetry. Sometimes these words make a poem quickly, sometimes it takes 
months. These words seem to come from the same place as my visual work, so I took a poem of 41 lines (42 days with the title), 
called “It Seems Like It’s Going To Be,” and tried to find an artwork in the same place the words came from—of course, somehow 
thinking of the exhibition spaces at the same time. This was not to prove something, or to illustrate the poem, but to see what 
would happen—to put visual experience, not in a privileged position, but to see, if possible, what is behind that position and why 
I am so committed to it.

A further complexity is working to this end in wildly different locales—New York, New Mexico, Maine—though this can give the 
exhibition a fractal-like cohesion and demeanor I would like to see in it.

How do you view the interconnectedness of different fields of art, such as poetry, music, and your studio practice? Art is 
a tool for life; every time there is art, we are closer to life.
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Where did the idea to pair poetry with art 
originate? In It Seems Like It’s Going To Be, 
I wanted to make one work for each verse 
with the ambition to completely and precisely 
fill the space offered (including the Phillips’s 
works on paper). Part of this strategy is fight-
ing for seeing my work as a new form of re-
alism rather than abstraction. Part is giving 
the visitor richer ways to address my work 
through the unconscious joy of looking.

How did you arrive at the works that would 
included in this exhibition? I remember the 
day in late May when we met in Washington 
to work. We went to art storage to look at 
and select drawings to include in the show, 
going through the complete Phillips inven-
tory of thousands of works on paper. Draw-
ing is something not to be known in itself, but 
only through going toward painting or toward 
line. The Phillips Collection, so outstanding in 
painting, like myself, would privilege “paint-

RICHARD TUTTLE EXHIBITION AT THE PHILLIPS COLLECTION.

RICHARD TUTTLE EXHIBITION AT THE PHILLIPS COLLECTION.

ing.” We chose 17 works on paper, happy that some treasures would be seen unusually, unexpectedly, surprisingly, even, for the 
first time.

The Phillips Collection’s Intersection series seeks to show work that engages with the museum’s permanent collection 
and architecture. How did you include these elements in your work on view? We did a walk through of the newly renovated 
second floor of the House, placing the 41 works, already created. An unbelievable correspondence took place, where each work—
of an unusually diverse exhibition—took its place in rooms varying from re-purposed bedrooms to contemporary exhibition spaces. 
In addition, one had sub-themes in development, works talking with each other across divides.

Your work has often been referred to as enigmatic. Do you intentionally create mysterious, sometimes difficult-to-read 
work or is it merely an after-effect of your creating process? Many wonders, not foreseen, were in the unwritten charter 
to behold, and I am stupefied to be both its 
supporter and a fulfiller of its liberal promise 
through my art, which comes out of nowhere, 
lands in our world, and makes it no less than 
our world. That quizzical unlikelihood of all 
likelihoods circled Duncan Phillips’s thought, 
mine as well. But the work in space breaks 
free. This is what I want to celebrate.

How does this exhibition beckon view-
ers to look beyond what they are seeing? 
I wonder how the visitor will assimilate the 
lines of the poem with their visual experience. 
Generally, I feel the poem’s lines should be 
above the work as wall mounts, but in the 
House galleries, the ceilings are not always 
high enough, so side positions are sought. 
Certain large works are equal to very small 
works in having one line apiece. This pleases 
me enormously because language can strike 
us just as much softly or in gusto form, the 
flexibility of art and culture rarely achieved.
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The Ground and Heaven Are One: Richard Tuttle

The Critical Edge III (2015, Courtesy the artist and The Pace Gallery. Photography by Damian Griffiths

We must remember that the textile was symbolic in the counterculture of the 1960s, like long hair and smells, which went with the head-
bands. Now, the textile is symbolic in another way; it’s interesting how things change. Collecting makes it visible. I have a pu’a from Kali-
mantan made to carry heads home from battle. When it’s rolled up, its power disappears. The Balinese have a form of textile called buboli, 
which is woven so it filters out the bad spirits on your way to the temple. On some level, you can collect textiles as art. The invisible part 
of the world has a counterpart in the invisible part of the textile.

I am less interested in the “textile” aspect at this point, and more in that it’s a more efficient way to paint than paint. And I’m more interested 
in the way the eye moves from panel to panel, how one can depict infinite movement that moves off the grid, than how it holds growth and 
form. We may someday get used to reading this kind of writing; I really want to learn what’s possible to know from it.

I’ve been making a list recently of artists, poets, and philosophers whom I really love to love. Right now I am in Switzerland, where I in-
stalled a work of mine in a museum that is for seeing art, as opposed to looking at it. There are so many great works. I feel I have so many 
friends, I was humbled and grateful to be approached for this. It doesn’t matter if they are historic. One of the newest artists on the list is 
someone whose publishers sent him into the high Alps in 1700 to paint the glaciers, which people were too afraid to go to see themselves; 
the publishers made prints from his paintings. The paintings had no value for a hundred years, even though they were the first paintings 
to give the world the wildest nature as controlled by art.

Textiles are a kind of poetry. The ground and heaven are one. There is a fluidity between them. What can create that fluidity? Almost 
anyone—a crying child, the wind blowing your hair, the dust you are supposed to become one day.

During my great adventure of going to India to make textiles when I was younger, I was so sick, almost dying, and I made jewelry for me 
and my friend there as part of my recovery. She had beautiful ivory teeth, so I chose tiny ivory beads around the throat as the first part 
of a necklace. There is a photograph of me twirling three tubes of textiles that we made in Surat—actually combining, juggling, and twirl-
ing—not bad for a little boy from New Jersey, no? Especially since I learned all I know about textiles from looking at the light on a river.

Ha! That makes me laugh, for I think of panorama as a lesser art, mostly because it insults the viewer, for whom I have the highest regard. 
Isn’t it funny how film strips are shown horizontally when made to be vertical? Asiatic scroll painting lets you wander through the horizontal; 
it usually gives you a narrative element. This is not unlike The Critical Edge, my new show at Pace Gallery, where the viewer is free to 
make choices. It allows the visitor the richest possible experience of the light in darkness of which I am capable, at this time. The bonus 
is, it’s not supposed to be that easy, is it?

The American artist shares some thoughts on his practice, textiles, a formative experience in India, and allowing the viewer the widest 
possible freedom.
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‘My Work Can Make People Say Stupid Things’: A Talk With Richard Tuttle

Bill Powers: You were telling me about your town house on Vandam Street.

Richard Tuttle: Aaron Burr used to live on the corner. He actually left his house here and rowed across the Hudson River for his famous 
duel with Alexander Hamilton. The truth of it is that both Alexander Hamilton and Aaron Burr are relatives of mine.

BP: That’s incredible. Somebody’s been on ancestry.com, huh?

RT: My brother found out. There’s a book about the family.

BP: Your house looks very much the way I imagine it might have originally.

RT: I find a polarity when dealing with old houses between restoration and renovation. I’m very much of the restoration mindset.

BP: I would think that an artist might naturally lean more toward renovation, you know, in the spirit of invention.

RT: I personally have two sets of roots. I attach myself to the Betty Parsons Gallery, that generation of Abstract Expressionists. The other 
set of roots would be the concerns of my own generation.

BP: Is Brice Marden considered part of your generation?

RT: He’s more of a Minimalist. When people talk about the 1960s as a revolutionary period my question is always, “Where’s the bang?” 

By Bill Powers | May 6, 2017

Richard Tuttle. PHOTO BY GARY MANKUS/COURTESY PACE GALLERY
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Yes, there were riots on campus, but in the art world the change was so subtle. The Minimalists’ achievement was to give us form, to make 
the transition from space to form. Somebody like myself comes along and I saw my job to characterize form.

BP: So then you would be defined as a Post-Minimalist?

RT: I think I was part of a new historic cycle. In 1975–around when I had my controversial Whitney show–we switched from the experiential 
to the image.

BP: Which makes sense given the emergence of the Pictures Generation. Can you give me another example?

RT: Take someone like Agnes Martin, who made these grid paintings, and then she stopped. When she started painting again, it was 
different. The grid ones were about the experiential, the stripe ones were about image. Artists have their antennae up.

BP: Artists can have a predictive power. Almost how some people use the term speculative fiction in place of science fiction?

RT: If you really want to get it on, we can talk about speculative realism, which is taking over from the conceptual discussion. It’s very 
much object-oriented. Now speculation has always been a part of philosophy and realism has always been a part of the world, but no 
one ever thought to put them together.

BP: Your show at the Whitney Museum is the one Marcia Tucker famously got fired over.

RT: But if you look at what people were actually saying, they had something totally different in their minds. Like when Hilton Kramer said 
less has never been less. That’s not what it was about at all. My work can make people say stupid things and I’ve never liked that about 
it. There was a lot of confusion going on. I’ve always done things the wrong way: my work is meditative, it’s quiet, it doesn’t sell well.

BP: What are you up to these days?

RT: I have to give a lecture in Boulder next month, “In Praise of Islam.” I’ve done a series of lectures. The last one was “In Praise of Puri-
tanism.” It’s at the Jack Kerouac School of Disembodied Poetics. It takes incredible research to stage these talks.

BP: Can you give me a preview?

RT: Well, one thing I find is how Western and Asian cultures are predominantly about the daytime. Correspondingly we are afraid of the 
night. When we put our kids to bed we say prayers over them. There’s a terrible fear of the night in Christianity and Buddhism and Juda-
ism. On the other hand, Islam loves the night, maybe because it’s so hot in those countries during the day. If you read the Koran there are 
many revelations at night. I want people to temporarily suspend whatever issues they may have with Islam and just go for the good stuff. 
Look, when Islam is fused with other cultures it’s inspired some of the greatest feats of humanity: the Taj Mahal, for example.

BP: Your daughter had a show at Jack Tilton gallery this year. What was that experience like for you?

RT: You should look at our refrigerator; it’s covered with her reviews, announcements, and photographs.

BP: Can we pinpoint other pivotal moments in American art to explain where we find ourselves now?

RT: Since Jackson Pollock, New York art has been about one thing: recording movement makes space. And that space is a social space, 
a social space needed for the kind of democracy we’re trying to live in. Then if you look at something like the happenings of Allan Kaprow, 
the person inside that space actually became art.

BP: How are people victimized by modernism?

RT: It promises that you can have an evenly lit wall when the truth is that we see much better in half-light. Modernism wants the artwork 
to be in a restricted time and space, which is total crap. What’s the point? Art delivers its message over time.

BP: Does nature hate a straight line?

RT: Everybody operates as if there’s a straight line in front of them, even in language. It’s important to know that this line is an illusion, 
which is the essence of what Leonardo da Vinci was saying. The job of an artist is to contradict yourself.

BP: Does your retrospective at Pace give you pause looking back?

RT: Suddenly I find that I want people to see my work. I guess you could call that a position I’m taking. I feel like something good happens 
when people see my work.



“Portfolio: Richard Tuttle,” Artforum, October 2014, pp. 212–223

212   ARTFORUM

This page: Richard Tuttle, Walking 
on Air, C10, 2009, cotton, Rit dyes, 
grommets, thread, 1' 11" × 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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YOU CAN HOLD A RICHARD TUTTLE IN YOUR HAND. This fact alone has set the artist’s work 
apart from that of many of his peers, ever since he produced his systematically cut white cubes 
of 1964, each only three inches per side. Tuttle’s diminutive solids proposed a kind of presence 
wholly unlike that of Minimalism’s comparatively towering objects, which were assertive and 
obdurate and scaled to the full height of the body rather than to its grasp.

But if the modest—sometimes minuscule—size of Tuttle’s pieces has led many to describe 
his practice as self-effacing, quiet, or demure, such characterizations seem slightly off. The 
artist’s works are humble, but they aren’t withdrawn. Their impact is palpable, unruly, even 
unmooring. When, in 1967, Tuttle began making his dyed-cloth pieces by saturating sections 
of canvas with household Tintex, he fused color with support, the soaked hue defying any con-
ventional visual differentiation between figure and ground, pigment and canvas. The works had 
no armature or frame; they had no set orientation, no “up” or “down,” and no recto or verso, as 
they could be hung in any way or laid on the floor. Paper versions were affixed directly to the wall. 
Their size was now commensurate with that of the body, but their thinness made them seem 
evanescent. Their irregular contours, their flexibility, and their exploration of continuity and 
deformation posed painting not as a Euclidean plane but as a topological shape; they posed 
sculpture not as a gestalt form but as a pliant skin or a shallow relief, something altogether 
alien. Tuttle’s works often recede—like decor—only to envelop you. 

It’s this supple abstraction, this testing of size, scale, and tactility, that has inspired a trio of 
major projects debuting in London this month, each of which reflects Tuttle’s profound engage-
ment with textiles: a monumental fabric-based installation in Tate Modern’s Turbine Hall, a 
retrospective at the Whitechapel Gallery, and a publication featuring Tuttle’s own extensive 
collection of fabrics. (A show culled from the Victoria and Albert Museum’s permanent collec-
tion was discussed but not realized.) Here, Artforum presents images of Tuttle’s work and 
textiles, many never before published, along with “Building a House,” the artist’s own account 
of his working process for this new endeavor.

“I Don’t Know, or The Weave of Textile Language.”—a five-decade survey of Richard Tuttle’s work—will be on view at the Whitechapel Gallery, 
London, from Oct. 14–Dec. 14; Tuttle’s commission for Turbine Hall at Tate Modern will be on view Oct. 14, 2014–Apr. 6, 2015.

P O R T F O L I O

Richard Tuttle
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This page: Richard Tuttle, In 14, 
1999, acrylic, canvas, wood,  
83⁄4 × 31⁄4 × 13⁄8".

Opposite page: Wedding dress, 
French or Italian, nineteenth 
century, embroidered net. From 
the collection of Richard Tuttle.
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If anyone knows Chris Dercon (as I’m sure many do), they know he is feisty, 
visionary, 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 witnessed an exhibition, “Red Oxide,” that I made with the late, 
great curator Alma Ruempol at the Museum Boijmans Van Beuningen. Alma 
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 
Whitechapel 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 I met in Ghent, Belgium, during the early 1970s. I was so moved 
that he liked the Rotterdam show (very ahead of its time) that I accepted his 
proposal, which I quickly saw was not a proposal but a vision. I saw first to 
define it, second to realize it, and third to make a Richard Tuttle show. Achim 
Borchardt-Hume was already planning my exhibition at the Whitechapel. We 
began negotiations with the Victoria and Albert (whose textile department 
is the gold 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 a resource to define the textile, the 
Whitechapel to show its history through my work, and the Turbine Hall to make 
something new of it, appeared obvious for the show. Always involved with books, 
I ambitiously suggested making the publication a fourth exhibition. We found 
an excellent designer in Mark Thomson, whose catalogues have dynamic 
energy. Achim was made head 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, I knew what I wanted to do for Turbine Hall. At its core, 
it has never changed, although all else has.

BUILDING A HOUSE
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This page: Richard Tuttle, 
Perceived Obstacle No. 72  
(Oil Painting #1), 1991, oil and 
graphite on canvas, 133⁄4 × 381⁄2".

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 I was at the Getty Research 
Institute as the artist in residence. He and I 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 textiles 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. 
I am thrilled to have my work shown in an institution I 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 × 20".

Opposite page: Dutch fabric for 
African market, mid-twentieth 
century, cotton. From the 
collection of Richard Tuttle.
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SECOND FLOOR

No models are possible. My work shall be its own model; it is not a blowup. Over 
the years of planning, only when the work is willing to tell me do I know and am 
I able to communicate to others. I have made “models,” but only for some 
aspect, or to show something I 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 
I 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 I mean. When I say, “This is a game 
where I have all the chips and you are supposed to get half away from me,” he 
seems to know what I mean. When I say, “You are supposed to attach the fabric, 
and I 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. I am hoping the fabrics are so 
beautiful that they can be reused in fashionable clothes.
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This page: Richard Tuttle, Purple 
Octagonal, 1967, dyed canvas, 
thread, 547⁄8 × 551⁄2".

Opposite page: Dust sheet, early 
twenty-first century, felt. From the 
collection of Richard Tuttle.
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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 I think my favorite view will be from the floor, looking up. An ambition is to 
say something about perception in general, through perception of color in par-
ticular. I don’t know how to do this or how it will happen.

When I made my cloth octagonals in 1967, I saw there was a moment when 
color and light became one through the textile. Without getting into the intrica-
cies of how the simple under-over, over-under structure of the textile functions 
in a conceal-and-reveal universe, the fact that you can spend an afternoon choos-
ing a shirt and forget all about it when you put it on tells us that the textile may 
be more important than we think.
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This page: Richard Tuttle, Section 
VII, Extension O, 2007, wood, 
acrylic paint, fabric, cardboard, 
aluminum wire, screws, 71⁄4 ×  
31⁄2 × 43⁄4".

Opposite page: Bag, Nazca culture, 
Peru, sixth century, natural dyes, 
cotton. From the collection of 
Richard Tuttle.
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I am a textile collector. Certain people picked up on the textile as significant in 
the new world and new values proposed by the 1960s. My great dealer friend 
Mary Hunt Kahlenberg focused on the products of master weavers. These are 
people born into every race, tribe, gender, and culture. Until I met Mary, I col-
lected mostly Islamic; afterward, pre-Columbian, African, her favorite—
Indonesian—and of course Far Eastern and Indian, too.

In trying to define the textile by the textile, we had to consider machine-made 
textiles and man-made fibers, somewhat outside the canon, both dominated by 
the male. (I was surprised that collectors of traditional textiles are mostly men, 
and ones who love women.) No one knows how to collect machine-made textiles. 
I have made books in which I collect the scraps given away for free. Textiles are 
now mostly made in the East; a quick walk through Walmart shows how the mar-
ket connects to regional quality and character. Research meant being in contact 
with the big players, whether collectors, scholars, dealers, or curators in the field.

My favorite textile in my collection is a fragment from the Chavin culture in 
Peru. This culture is said to have domesticated cotton and to be the inventor of a 
writing system that lasted twenty-five hundred years, until the Aztecs. My piece 
is glyphs painted on cloth; you cannot imagine where the power 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 paint. This ensures that the natural force of gravity will not be operative 
aesthetically but will, of course, occur physically.

Living with a poet is inspiring.
A new direction in my collecting is late-eighteenth- and early-nineteenth-

century American house-made fabrics, created by people who grew, prepared, 
spun, and wove their linen—an unthinkable degree of labor, yet the result can 
be art. Some of the textiles still have the names of makers embroidered on them. 
They stretch my eye, my mind, and exercise my touch.

Admittedly, I am what less ambitious artists call pretentious. I think Jan 
van Eyck found the point where the verbal and visual touch. I think Ad Reinhardt 
is the most important Abstract Expressionist. You can do something in art, and 
the deepest world shows itself through art; the artist only serves, if that. People 
say my work has a great range in scale, but the scale is always the same, 
whether big or small—that is amazing, because it says something about the 
nature of human creativity. Color I choose to see as open and infinite, so each 
body of work using color has its own definition of it.

Recent work made from pulp and mesh allows form to come from two things 
pulled apart, rather than pushed together—synthesis. This results from a cri-
tique of deductive reasoning, so fundamental in Western culture as to have 
become invisible. What tool do we have to examine ourselves but art?

Each of us is constructed in a special way, so we are good at certain things, 
not others. We tend to fit in, toe the line, or be aberrant. I have always had a 
very peculiar relation to word and image—in some ways it makes me an 
avatar, in others, an ignoramus. Perhaps that’s why my statements can have 
an enigmatic quality. 
RICHARD TUTTLE IS AN ARTIST BASED IN NEW YORK AND NEW MEXICO.
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IN THE STUDIO: RICHARD TUTTLE

 Last spring, I spent a long, edifying Friday with Richard Tuttle in New York. In the after-
noon we dined at a fine Italian restaurant in Midtown and surveyed a potential space for one 
of Tuttle’s future exhibitions, talking all the while. In the evening, I accompanied him on 
his weekly ritual at the Metropolitan Museum of Art, which included eating pastries, drink-
ing espresso, studying the map of exhibits and proceeding on a long, rambling tour through 
the galleries, guided by one of the great eccentric personalities of contemporary art.

Tuttle began showing his work in the mid-’60s, at the age of 24, and quickly became a 
significant contributor in an art scene that included artists as diverse as Robert Smithson 
and Agnes Martin. While some of Tuttle’s early, spare work builds upon the precedent of 
Minimalism, his art for the last 50 years has maintained its own curious independence: defi-
ant of trends in contemporary culture, poetic in times dominated by austere conceptual art.

Tuttle’s quiet abstractions take the form of painting, assemblage, sculpture and drawing, 
often simultaneously, as if such discrete categories never occurred to him. The philosoph-
ical category of importance to Tuttle is the object. The objects he constructs have employed 
a host of common materials—lengths of rope and string, strips of tape, balloons, pieces 
of plywood, lightbulbs. One material, fabric, has been essential to his practice since his 
earliest exhibitions at Betty Parsons Gallery in New York, where he showed works such as 
crumpled, irregular octagons of dyed cloth. His show earlier this year at New York’s Pace 
Gallery, “Looking for the Map,” displayed an ornamental approach to fabric, which is also 
seen in his sartorial sensibility (at our meeting, he wore a psychedelic gold tie and a purple 
handkerchief tucked into his shirt pocket). The works in the Pace show served as a series of 
studies for a very large-scale installation that opens this month in London at Tate Modern’s 
Turbine Hall, filling the space with a rainbow of textiles, some made by Tuttle, some culled 

By Ross Simonini | September 27, 2014

Portrait by Boru O’Brien O’Connell

from international collections. The installation is accompanied by a major, five-decade retrospective of Tuttle’s work, held just a couple miles across 
town, at the Whitechapel Gallery. The two showings comprise one exhibition, titled “I Don’t Know or The Weave of Textile Language.”

In our conversation, Tuttle’s discussion of his work and his intentions for the dual-venue show involved frequent tangents, asides, references and 
exegesis. Listening to him speak can feel vertiginous and labyrinthine in a way that complements his work. Questions are rarely answered. Topics are 
introduced and dropped without explanation. The following is an edited version of our interview that attempts to retain the tumbling, digressive spirit 
of Tuttle’s speech.

ROSS SIMONINI  The last time we met, you told me that you’d been trying to “hold strong to the object.” What does that mean?

RICHARD TUTTLE  The object is important for looking. The eye, seeing the totality, is physical and spiritual—a lifelong development. I have a col-
lection of glass objects. The eye is invited to go through, if it wants, or to stop. These are superb training devices. Objects can be made with embodied 
hands or disembodied hands. I like making things with disembodied hands.

SIMONINI  What are those?

TUTTLE  Our culture is anti-hand; it thinks it’s better to work with your head. Everybody aspires to go to college, so they don’t have to work with 
their hands, yet hands are a source of intelligence. You divorce yourself from a part of your intelligence without them. To work with disembodied hands 
is perfect; you have all the intelligence, but don’t submit to the sentimentality that says handmade is more valuable. The “maker’s movement” is not 
sentimental.

As a little kid, I saw my grandfather draw from across the room. I saw harmony between eye/brain, hand and heart/spirit; I was astonished. People say 
there are just as many, if not more, neurons in the heart as in the brain; people talk about neurons in the intestines. Where does intelligence come from? 
I have not heard anyone talking about the hand having neurons.

SIMONINI  Your recent Pace show was a series of studies for the upcoming Tate installation.

TUTTLE  That show made me happy and excited about the future. [Pace founder] Arne Glimcher sent me an e-mail, saying that many people came into 
the show as grumpy New Yorkers and left happy. The show could turn you around.
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Purple Octagonal, 1967, dyed canvas and thread, 54 7/8 by 55 1/2 inches. Museum 
of Contemporary Art, Chicago. Courtesy Stuart Shave/Modern Art, London, and Pace 
Gallery, New York.

SIMONINI  How so?

TUTTLE  If you made a list of great novels, symphonies and architecture, you could see the beauty of humanity, which is one of the hardest things to 
see right now. We’re so critical, so competitive. We blame ourselves for ruining the Earth. A theme in the Pace show was the beauty of people. Jacob 
Boehme, an early-Renaissance German mystic, wrote The Signature of All Things. It’s nice to pass that book on; it’s always been a kind of secret, 
generation after generation. His chief idea is that mystical presence exists as a signature. Every time you see something, part of what you see is the 
signature, which is the beauty of man. I’m taking time with this, because the last time we spoke, we discussed Plato.

SIMONINI  I read the Phaedrus dialogue on your recommendation.

TUTTLE  Isn’t it amazing? I’m reading the Apology. I thought recently, “The reason our ancestors began standing on their hind legs was to talk, to look 
in each other’s faces.” It wasn’t to pick apples. It was to be face to face, because dialogue is the glue of the social matrix. I’m also reading Sophocles. 
You have to read the original Greek. It’s not hard. I just do two lines a day.

SIMONINI  Very slow reading.

TUTTLE  That is the difference from school. If I had studied the works there, with exams, etc., they would have given me too much. I give myself one 
hour a day, so I’m always hungry. I can’t wait for the next 24 hours to pass.

SIMONINI  How do these works connect to the London show?

TUTTLE  Figuring out skin and structure, skin and bones. The key of the Turbine Hall project is scale. A seed wants to grow; it has growth potential. 
Sometimes I start a drawing on a piece of paper and can hardly keep it on the page.

SIMONINI  Largeness isn’t something I’d associate you with. Your work is generally focused and contained, and your drawings usually deal with the 
center of the support.

TUTTLE  One can distinguish between scale and size. Usually, we are happy with the issue of size—if it’s small, it’s small; if it’s big, it’s big. But 
scale is a question of the individual. Each person, everyone ever born, has a unique scale. They have it like a unique fingerprint. You can decide to 
find your scale. The day you find it is a day you remember. It changes your life. Your parents may determine your size, but you determine your scale. 
Your creative dimension allows you to create yourself in a more significant way than how you are created by your parents. Life offers each of us that 
possibility. It’s sad how few take it up.

SIMONINI  Are you talking about proportion?

TUTTLE  Human experience is a constant struggle between the real and the unreal. Every moment you are faced with trying to work out an acceptable 
relationship between the two. Art is almost by definition a working out of real and unreal; that is its value. The world is a place where size issues need 
to be worked out, and this involves all kinds of quantitative issues, which can be expressed emotionally or physically, in relationships with other people, 
etc. But the relations between the real and the unreal are negotiated internally, where issues of scale come in. You don’t want to waste your time look-
ing at an artist who doesn’t know their scale. The buzz around the Turbine Hall show is because the world knows me as making artwork of small size.
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SIMONINI  Certainly.

TUTTLE  The reason I can do small size is because my scale can be small. Scale contains the issue of right and wrong, the moral and the ethical. I don’t 
care if you kill your mother, if your ethics are right. Everyone wants their point of view to prevail, but it’s so much better to have many points of view.

SIMONINI  Can you distinguish between the real and the unreal?

TUTTLE  Our brains are real. Mythology feeds the brain. Our souls are not real; truth feeds soul. We need mythology the way dogs need to sniff. Their 
brains don’t work without sniffing. Newspapers feed us mythology.

SIMONINI  Is it sort of like the difference between sensory and extrasensory?

TUTTLE  Western culture defines reality as concrete. Asian culture defines reality as the absence of the concrete, as absolute nothingness. Western 
culture drives Asian people out of their minds, and Asian culture drives Western people out of theirs. Maybe I can contribute the next, best definition 
of concrete. Eastern tradition has major achievements; Western does, too. So it’s not about choosing one over the other. We have to figure out how to 
absorb and move on. When I speak about the real and the not real, the real is a sort of Western side. It’s a stupid, thumbnail way of speaking.

SIMONINI  Is art real or unreal?

TUTTLE  Art is unreal; color is real. That’s why painting is so fascinating. Color is real when you paint, but paint is not real. Paint is one of the great 
inventions. It can transport you from this world to the next. It’s a major thing.

SIMONINI  How did the Turbine Hall show come about?

TUTTLE  Chris Dercon became director of Tate Modern [in 2011]. I met Chris when he was 18. He was an intern at a gallery in the attic of an old 
building in Ghent.

SIMONINI  What work were you showing then?

TUTTLE  Notebook drawings. Those just showed at the Fleming Museum at the University of Vermont in Burlington [in an exhibition of the Dorothy 
and Herbert Vogel collection]. The notebook drawings were an attempt to solve the problem of the artist in democracy. Marginalized, because the artist 
cannot subordinate personality to demos—an artist can’t really be a member. The drawings came to be about how many could be made. There were 
probably 7,000. I threw most of them out. When I was moving, I took some of them to the garbage. Herb Vogel came to visit. I said to him, “The garbage 
truck’s coming in five minutes. If you want those drawings, you can have them.” So he, being a collector, went down and got them.

SIMONINI  Do you often throw out work?

TUTTLE  If it’s a creative act, you can. But if it’s out of ego or intellect, you suffer a lot.

SIMONINI  How does this relate to the Turbine Hall show?

In 23, 1998, acrylic, canvas and wood, 13¼ by 12½ by 2 inches. Courtesy Stuart 
Shave/Modern Art and Pace Gallery. Photo Joerg Lohse.
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TUTTLE  The realized piece will be a model of itself and itself as a model; I don’t want just a blowup of a model. I’m working with a theater production 
manager on it. The problem is, I don’t know the stuff I need to know. What I most don’t know is how the skin is attached to the bones. As you saw in 
the Pace show, ambiguity between color and structure was stated quite clearly and exercised as ambiguity—that’s really hard to do. I’m thinking of the 
Steve Jobs biography I just read. He wound up in Silicon Valley after he went to Reed College. While at Reed, he sat in on a few calligraphy classes 
with Lloyd Reynolds—as did so many. That sense of design that Lloyd gave him led him into . . . I mean, we’re sitting across the street from one of 
the most important Apple stores. Its design comes from those simple calligraphy classes at Reed. I know other people like that—their ability to absorb 
is phenomenal.

SIMONINI  Will you make most of the work for the Tate project beforehand?

TUTTLE  We’ve already been working two and a half years. Chris Dercon was director of the Boymans van Beuningen Museum in Rotterdam during 
the time I made a show there. His strength is visionary, and I understand that my job for the Tate exhibition is (1) to understand his vision, (2) to realize 
it and (3) to make a Richard Tuttle show—a pretty tall order.

SIMONINI  Do you feel like you’ve synthesized all of those?

TUTTLE  Not yet. My dream is to be myself in public. The only way I could survive growing up was to construct a persona; it had nothing to do with 
me. I was a popular kid, functioned in the world, but I lived in another place.

SIMONINI  Your mind was separate.

TUTTLE  Yes. No one to talk to. When I came to New York I met Betty Parsons. Henri Bergson was important for her; she could say a picture is an 
accounting of the visible world, but it’s also an accounting of the invisible world. She knew the invisible world, and I lived in the invisible world.

Recently, I had a high school reunion. I loved all those people, and they loved me. They wanted me to come. In the end, I didn’t go. My friend called 
the next day. I said, “I have fought so hard to live in the world as I need to. I am never going back.”

SIMONINI  I didn’t go to my reunion either.

TUTTLE  My college reunion hooked me into doing a yearbook, because I had done the one for the class. I love books. I got dragged in, so I went, and 
everyone wanted to talk about playing Frisbee 50 years ago. These are smart leaders of America. We have inner lives; inner lives are destroyed, replaced 
by outer lives. My work is food for the inner life—I want someone to make something for my inner life.

The first day of kindergarten, my drawing was rejected by the teacher. Now I’ve studied a bit of child development, and I see that my drawing was at 
genius level, which the teacher wasn’t able to grasp. Not only did I not receive praise for a drawing that was important to me, but I was marginalized, 
punished. I have never trusted a teacher the rest of my life. That’s good. One of my lines is, “If Aristotle can’t be your teacher, you have to teach your-
self.” When I speak at art schools, I say, “I’m not here to teach how to be an artist but to say, as best I can, what it’s like to be an artist.” They are eager 
to hear. 

Perceived Obstacle No. 72 (Oil Painting #1), 1991, oil and graphite on unstretched canvas, 
13¾ by 38½ inches. Courtesy Stuart Shave/Modern Art and Pace Gallery. Photo Kerry 
Ryan McFate.
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40 Years of Making Much Out of Little
Michael Kimmelman | November 11, 2005

HERE are a few things you might not 
notice in Richard Tuttle’s sublime retro-
spective at the Whitney Museum. Blue 
gels tint the wall at the entrance that has 
his early tin “Letters” on it. The lights 
cast in slight shadow the shallow letters, 
which are a little like metal versions of 
toddlers’ toys in cryptic alphabet shapes. 
“Replace the Abstract Picture Plane” 
-- a grid of painted plywood panels, 
jaunty and framed in white -- is off to 
the right. It looks as if it stands out from 
the wall. That’s because it does, barely: 
the panels extend beyond their frames 
by the width of the plywood (or twice 
that width where the plywood sheets are 
doubled), while the backs of the picture 
frames aren’t quite flush with the wall. 
They hang a quarter of an inch away.

Such whispering details, of which there 
are an endless number here, are at the 
heart of Mr. Tuttle’s rapturous brand of 
intimism. For 40 years he has murmured 
the ecstasies of paying close attention to 

Installation view of The Art of Richard Tuttle (Whitney Museum of American Art, New York, November 10, 2005-February 5, 
2006). Photograph by Sheldan C. Collins, courtesy the Whitney.

the world’s infinitude of tender incidents, making oddball assemblages of prosaic ephemera, which, at first glance, belie their intense deliberation 
and rather monumental ambition. Never mind the humdrum materials and small scale. In the ambition department, Mr. Tuttle yields no ground to 
the Richard Serras of this world.

He has dreamed up his work out of such ostensible nothings as a three-inch segment of plain white clothesline nailed at the middle and on both 
ends to an otherwise empty white wall. Notice the cord’s frayed edges; where the center nail interrupts the plaits; how, because it is so vanishingly 
small, the cord commands a psychic space in direct disproportion to its size. Pushing the buttons of skeptics for whom such stuff doesn’t even 
qualify as art in the first place, the work addresses anyone with open eyes and an open mind about the basic ingredients of art-making, not to 
mention a little sense of humor.

Since the 1960’s, and out of not just cord but also Styrofoam and florist wire and bubble wrap and twigs, Mr. Tuttle, now 64, has devised objects 
whose status is not quite sculpture or drawing or painting but some combination of the three, and whose exquisiteness is akin to jewelry. His show 
is a cross between a kindergarten playroom and a medieval treasury.

It arrives as a second act, 30 years after his last retrospective at the Whitney traumatized the New York art world. Back then, conservatives natur-
ally heaped scorn on Mr. Tuttle’s inventions, which, as the critic Thomas Hess then responded in ArtNews, only attested to the work’s deceptive 
radicalism. “When you read such words as ‘remorselessly and irredeemably egregiously pathetic a bore and a waste arid debacle farce’ from a 
critic who once called Jackson Pollock ‘second rate’ and Willem de Kooning a ‘pompier,’ “ Hess wrote after Hilton Kramer’s review in The New 
York Times, “then it’s probable that something importantly different has come to notice.”

It had. But it was hard for many people to see. Mr. Tuttle started out making small paper cubes with geometric cutouts. Ostensible riffs on Donald 
Judd’s heavy metal boxes, they substituted handmade delicacy and lightness for industrial weight, coyly suggesting a kind of innocence while 
extrapolating on art’s fundamental role as language.

“Letters” followed, along with “Constructed Paintings”: canvases also shaped like nonsense signs, painted in catchy, offbeat colors, the shapes 
not sharp-edged but quavery, after faint pencil drawings. Mr. Tuttle, in nudging Minimalism toward personal touch and private speech, was here 
abetted by the somewhat paradoxical examples of Agnes Martin and Barnett Newman. Poetic discretion slyly combined with grandiose aspira-
tions.

The Whitney retrospective opens with his succeeding “Cloth Pieces,” of the mid-60’s, dancing across a far wall and spilling onto the floor. 
Exploring a no-man’s land between painting and sculpture, they pick up on the same eccentric shapes as the letters. Lightly tinted, crumpled 
pieces of heavy fabric, hand cut and roughly hemmed, with no front or back, no up or down, made to hang on the wall or not, they also look 
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of a homecoming -- the installation affectionately recalling aspects of the 1975 show while casting more recent work in newly designed galleries 
that serve Mr. Tuttle’s high-minded, obsessive-compulsive predilections.

Perhaps partly in reaction to the reaction against that first retrospective and in general keeping with the art world’s turn from his own postminimal 
austerity toward 1980’s extravagance, Mr. Tuttle allowed himself an increasing opulence in the late 70’s. The evolution unfolds in rooms toward 
the back of the show. The first has Mr. Tuttle’s utterly fine wire pieces from the early 70’s: almost invisible pencil lines drawn on the wall; thin 
wires tracing the contours of the lines and springing from the walls, casting shadows that make yet more lines.

Wall assemblages from the early 80’s, in an adjacent room, which seems like a world away, look baroque by comparison: twigs, blocks, thicker 
wire and corrugated cardboard are joined into Rube Goldbergian confections, brightly painted, divinely balanced. To these Tinkertoy devices, Mr. 
Tuttle added light bulbs during the late 80’s. Their shimmery effect, collected in the last of the back galleries, is reminiscent of a sacristy.

How you approach such art is up to you. Purely abstract, made up of endless parts, joints and painterly marks that affect happenstance, they have 
no central focus, no beginning, no end, but sometimes a narrative peg. A group of palm-size drawings in faux-ornate yellow cardboard frames hang 
across a gallery corner (the corner and frames make a triangle), bearing gently colored marks and symbols inspired by Egypt. Watercolors, loosely 
brushed in frames shaped like railroad tracks, suggest Chinese paintings. Floor sculptures that resemble teepees summon up the Southwest, while 
those early wire pieces, making shapes from simple to ornate, are explicitly meant to allude to Archaic and Rococo art.

But the beauty of Mr. Tuttle’s art is ultimately in its concentration on materials for their own sake, and the space they occupy. He regards these the 
way we hope to be regarded -- individually, patiently. If what results is sometimes a trifle, so is life sometimes. There is nothing more difficult in 
art than to make work that looks easy. A shaman with waferboard and colored tissue paper, Mr. Tuttle operates far above the run of ready-made 
conceptualists with their throwaway aesthetics, because of the urgency and occasional melancholy he brings to even the simplest things.

It happens that the tranquil 19th-century American Luminist painter John Frederick Kensett is one of his ancestors. With Kensett, Mr. Tuttle shares 
a refined respect for plain material facts and a fascination with immaterial ones like light, which verges on the spiritual. A work like “20 Pearls 
(12),” painted on cheap pressed wood scraps cut into florid shapes, is a mélange of nature and culture, shot through with flowery pink, its central 
motifs thin washes of orange-gold paint that delicately shift in changing light.

Standing near “20 Pearls (12),” looking across the next two galleries in the show, you may notice how the edge of a work called “New Mexico, 
New York No. 14” in the far room lines up with the edge of the wall in the nearer room on which is hanging “Sand Tree 2.”

“New Mexico, New York No. 14” is shaped like a droopy red envelope with a needle’s eye looping across its middle. “Sand Tree 2” deploys a 
large, irregular green ovoid with a clutter of small wood crosses, from which issue forth broken Styrofoam chunks embedded with curling strips 
of red paper. The chunks skip up to the end of the wall.

So from the doorway they can meet up in your line of sight with “New Mexico, New York No. 14” -- the wood crosses of one bookending the 
needle’s eye of the other, making a fresh, third work.

It is not a coincidence. Nothing ever is in Mr. Tuttle’s perfect world.

Installation view of The Art of Richard Tuttle (Whitney Museum of American Art, New York, November 10, 2005-February 5, 
2006). Photograph by Sheldan C. Collins, courtesy the Whitney.

best together rather than one at a time. 
Mr. Tuttle’s early efforts occasionally 
favored metaphysics over sheer visual 
loveliness, although the early draw-
ings, on which many works are based, 
place delicate marks just so on other-
wise blank sheets of paper. They are 
like heavenly doodles, as ethereal as 
angels’ breath.

Organized by Madeleine Grynsztejn 
for the San Francisco Museum of Mod-
ern Art, where its presentation was big-
ger and more strictly chronological, the 
exhibition occupies the Whitney’s third 
floor, which is ordinarily not a congen-
ial space but now has been given an 
almost domestic feel. Works are hung 
close together, with aptly unconven-
tional irregularity. (Many of them will 
rotate in and out during the run of the 
show, as works did 30 years ago.) The 
Whitney curator is David Kiehl, who, 
in clear psychic sync with Mr. Tuttle, 
has made the exhibition into something 



Wagner, Anne M., “Richard Tuttle,” Artforum, October 2005, pp. 266–268

266

FOCUS
267 Anne M. Wagner on Richard Tuttle
269 John Miller on Sarah Lucas
270 Barry Schwabsky on Miroslav Tichý
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There are several artists of the 1960s gen-
eration whose portraits have become the
icons of an era: Think of Robert Smithson
standing alone at the end of his jetty, or Eva
Hesse clowning in her studio, or a masked
and booted Richard Serra wielding that
ladleful of lead. Now try to summon a com-
parable image of Richard Tuttle. Chances
are you will fail.

It may well be that the current Tuttle
retrospective——a major exhibition orga-
nized by Madeleine Grynsztejn of the 
San Francisco Museum of Modern Art 
and scheduled to travel to New York, 
Des Moines, Dallas, Chicago, and Los
Angeles——will change things. If so, the
newly anointed icon will look quite differ-
ent from its prototypes, and display an
oddly elusive saint. Don’t ask him to mug
for the camera. He’s too involved in his
tasks to strike the required pose. 

But of course he is posing even so. In
most photos, Tuttle turns his back to the
observer and does something invisible on
or to the wall. In others, he kneels above a
length of material (paper or fabric, mostly)
stretched out on the floor. In a few, he
fusses intently with scrappy lengths of
wood and piles of cloth. If the sheer work-
manlike anonymity of these images seems
eloquent, this is not simply due to the jeans
and T-shirt the artist routinely wears. The
photos seem to figure the ambiguities of
Tuttle’s role in recent art: Not unlike the
best of his work, he looks both present and
absent, aggressive and recessive. What this
means, in career terms, is that although
routinely deemed an “artist’s artist” by the
cognoscenti, he is far from widely known.
Unlike Serra or Smithson, there is only one
large-scale work by Tuttle (a decorative
wall-size tiling in an upscale Miami devel-
opment) permanently on view in a (quasi-)
public outdoor space. Unlike Hesse, his
comfortable New Jersey origins are with-
out tragedy or romance. And unlike all
three of these contemporaries, Tuttle’s
importance to art since the ’70s has yet to
be properly gauged. For although he thrives
on exhibitions——they are essential to his
practice, in complex ways——he has never
had a museum retrospective on this ambi-
tious scale: No less than 329 works are
listed in the exhibition catalogue. But this

impressive number doesn’t really tell the
whole story. Not only are many pieces part
of larger suites that are not shown in their
entirety, but several are multipartite in and
of themselves. Very much so: Two have
forty elements, another has twenty-seven.
If few other artists so routinely conflate the
singular with the multiple, making one into
many (and vice versa), few recent retrospec-
tives have managed to offer a similarly com-
pendious sampling of a full four decades,
yet been rigorously selective even so. 

Tuttle is prolific. No wonder that what
he is doing with his back to the camera is
making works of art. I’d like to be more
specific about his products, but doing so
demands some delicacy. What is most
exciting——and sometimes most frustrating——
about Tuttle’s pieces is the way they inhabit
a special twilight zone that keeps them hov-
ering somewhere between their status as
images and their existence as things. Which
is to suggest, of course, that they are nei-
ther paintings nor sculpture. Sooner or
later, every commentator is forced to make
this basic point.

To say this, however, is to my mind 
to say next to nothing at all. Why should
the work want or need to come across as
either? Tuttle began his career at that now-
distant moment in the mid-’60s when the
settled authority of both media had been
undermined. The boundaries only got more
fluid as “systems” and “specific objects” and
“intermedia” staked their various claims.
To judge from the evidence, Tuttle was

never much interested in any of these cate-
gories as such, just as he set little store by
describing or illustrating the look or feel
of tangible objects as encountered in the
world. At the same time, however, his pro-
cesses were utterly specific, his works
relentlessly handmade. By 1972, in a state-
ment for the catalogue of Documenta 5,

he had formulated the new principle that
guided his approach: “To make some-
thing that looks like itself is . . . the prob-
lem, the solution.”

What a resolution! Here is Tuttle in full
gnomic form: circular, elusive, working
towards an unsayable idea. Yet to aim for
one’s artworks to look like themselves is
to do more than give voice to a tautology.
This is so, even if the declaration is tauto-
logical to the hilt. It also raises the flag for
autonomy, originality, and the integral
presence of the work of art. With the ’90s
behind us, the banner may seem more

faded than beleaguered, but for decades 
it has been Tuttle’s steadfast mission to
hold it up. 

Given these standards, you might expect
rather different critical fortunes than have
been the artist’s lot. Should he not have
been elected to the formalist academy, or
pressed into service as the poster child for
the Beauty so often bemoaned as in short
supply? Well, yes and no. Such expecta-
tions would fail to acknowledge that for
Tuttle’s art to “look like itself” is not just 
a question of appearance——though this is
crucial——but of how it inhabits the world.
Tuttle’s allegiance is to immediacy and to
the senses (not the intellect), and to achieve
that extraordinary measure of presence——
to make it rhetorical——he must rely utterly
on space, light, line, color, shape, size, scale,
and surface as the mainstays of his art. 

The list is long, and it is hard to think
of many of Tuttle’s contemporaries, Hesse
excepted, bringing quite these same deep-
seated formal considerations——let alone 
so many of them——to the drawing board. 
(For some, the drawing board itself is a
dinosaur.) But now play the same list back
against the sorts of material the artist has
chosen for the task: paint, watercolor, wire,
paper, rope, plywood, pencil, masking
tape, twigs, Styrofoam, waferboard, starch
paste, dyed canvas, metal pipe, a Pepsi can.
It’s all so ordinary——that’s the issue. A
bricoleur and forager, over the years Tuttle
has aimed to turn this completely recog-
nizable and pedestrian collection into

RICHARD TUTTLE
SAN FRANCISCO MUSEUM 
OF MODERN ART

ANNE M.  WAGNER

Opposite page: Richard Tuttle, Yellow Dancer, 1965, acrylic on plywood, 43 x 29 x 13⁄8". This page: View of “The Art of Richard Tuttle,”
San Francisco Museum of Modern Art, 2005.
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something else——something, to repeat,
that looks like itself, though is only ever 
a putting together of assorted stuff. The
results can be more declaratively assem-
bled than the most loyal Constructivist
could ever have managed, and yet more
magical, more vertiginously impromptu,
than any Surrealist in his wildest dreams.
For example, although the mundane 
elements of the breathtaking Monkey’s
Recovery for a Darkened Room, 6, 1983,
seem entirely random, its chained links 
of wood still manage to fall with odd
(sausagelike?) abandon, while two soar-
ing blue branches are just held in place by
the energies of a red wire loop.

Sometimes, of course, Tuttle fails.
Inevitably: Making something from (nearly)
nothing is never easy, and the risk in court-
ing such simplicity is that a work might
end up looking like nothing much at all.
Indeed, Tuttle’s version of minimalism, first
conceived as a corrective to Minimalism
proper (that of Robert Morris in 1964, or
of Donald Judd the following year) can 
cut dangerously close to the bone. But
that danger is built into his process, in 
part because cutting is one of the artist’s
signature means. From the beginning, that
action, as carried out on cloth, plywood,
galvanized iron, paper, or lengths of rope,
was second only to drawing as a basic
move: The one led to the other, and in his
hands the two are perfectly paired. The
shapes that emerged——a quasi-new lan-
guage, they even include in Letters (The
Twenty-Six Series), 1966, an antialphabet
of possible building blocks——take their dis-
tance from the sharp edges and precise
angles of the cube. Not a man to be ruled

by a ruler, Tuttle makes lines and edges
bent on preserving the slightly tremulous
memory of the moving hand. Crispness 
is never an issue, nor is industry, let alone
the machine. Tuttle’s shapes echo and
accommodate each other; they meet 
gently, with a tentative touch. When in
the late ’80s the artist makes use of two
titles that reference gendered habits and
expectations——There’s No Reason a Good
Man Is Hard to Find and Done by Women
Not by Men——there’s every reason to think
that these phrases speak to what seems

subtle and improvised in the low-key look
of his work.

Over the decades, Tuttle’s art has held
on for dear life to these effects. One result,
I think, is immediacy——that diffidently
assertive look of presence or being at which
his art is so often aimed. If my phrasing
seems vague or awkward, this is because
such effects are difficult to name. They also
took time to perfect. In 1969, for example,
Scott Burton spoke of the work’s “integrity
in all circumstances,” yet also asserted that
it places “absolutely no demands on its sit-

uation.” At that juncture, when Tuttle’s
most recent important achievement was to
have trumped painting with a set of home-
dyed canvas octagonals in 1967——heirs to
both kites and banners——this might have
seemed the case. But within a few more
years the voice of Tuttle’s work would
become ever more active, its look more
graphic, though less signlike, and the space
around it considerably more important 
to what it seems to do. Pasted directly to
the wall, the long 1970 series of “Paper
Octagonals” owes everything——color, tex-
ture, even visibility itself——to context and
the moment. The same is true of Tuttle’s
next work in series, the “Wire Pieces” of
1972. Like the “Paper Octagonals,” their
means are minimal——a drawn line, a length
of wire, and some shadow——and their per-
ception wholly a matter of a moment in
time and a place in space. 

If these two series are at once the least
physically present and the most spatially
dependent works in the exhibition, they
are also those that most thoroughly engage
the aesthetic dicta of their day. Perceptual
contingency could be given no greater play.
Nor could impermanence. For these works
to appear at all, each must be remade, not
once or twice but again and again——for
example, at every stop of the show’s long
tour. If a template is pressed into service
for the “Paper Octagonals,” in the case of
the “Wire Pieces,” Tuttle does his remaking
via muscular memory, recalling how, in
physical terms, he once drew the requisite
line. No work (re)produced by this method
can ever be precisely the same. Tuttle is
the Heraclitus among artists, putting into
practice a philosophy of unity and flux. 

And beauty. In tracing Tuttle’s devel-
opment, this exhibition makes it clear that 
in recent years the artist has simplified
(rather than minimalized) his work. He
turned his effort towards achieving pres-
ence mainly through shaped and painted
surfaces (either plywood or waferboard),
and thus through both added and inherent
color, texture, and line. Again, “neither-
painting-nor-sculpture” seems the appro-
priate (non)word. If such means are still
understated, their effects can now be spa-
tially explosive, even wildly lush. Now
Burton’s sense of a practice that places no
demands on its physical situation seems
spot on. Instead, the burden is on the
viewer to savor and respond. This is not
hard to do. The leaflike blooms of Wafer-
board 8, 1996, bear, in their blue, yellow,
green, black, and pink forms, the hues of
sun, sky, earth, grass, and body; the wind-
ing lines of New Mexico, New York, #24,
1998, have the flow and scale of a great
alluvial flood plane; the puffy pinks of 
20 Pearls (5), 2003, invoke dawn’s cloud
and the springtime peony. Although one
doesn’t have to strain to make these
analogies, the fact of the matter is that
even now, at its most lyrical moment,
Tuttle’s art still looks, as it has always
meant to, most like itself. Their particular
solutions notwithstanding, some artistic
problems do not go away. n
Anne M. Wagner is professor of modern art at the 
University of California, Berkeley.

“The Art of Richard Tuttle” remains on view at the San
Francisco Museum of Modern Art through Oct. 16; travels to
the Whitney Museum of American Art, New York, Nov. 10,
2005–Feb. 12, 2006; Des Moines Art Center, IA, Mar. 18–
June 11, 2006; Dallas Museum of Art, July 15–Oct. 8, 2006;
and other venues.
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From left: Richard Tuttle, Monkey’s Recovery for a Darkened Room, 6, 1983, wood, wire, acrylic, matboard, string, and cloth, 40 x 201⁄2 x 121⁄2". View of “The Art of Richard Tuttle,” San Francisco 
Museum of Modern Art, 2005. Foreground: Richard Tuttle, There’s No Reason a Good Man Is Hard to Find, 1988. Photo: Ben Blackwell. Waferboard 8, 1996, acrylic on waferboard, 361⁄2 x 221⁄4".

Tuttle’s work can be
more declaratively
assembled than that
of the most loyal Con-
structivist, and yet
more magical than 
any Surrealist in his
wildest dreams.
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