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FOREWORD 

Roy Lichtenstein challenges us to look at the world and 
art itself from new viewpoints. This first comprehensive 
exhibition of works from the past decade allows us to 
broaden our perception of Lichtenstein as a Pop artist 
and to understand more fully the accomplishments of 
this vital contemporary painter and sculptor. 

American Express Foundation, along with the National 
Endowment for the Arts, is honored to support "Roy 
Lichtenstein 1970-1980." The organization ofthis impor­
tant exhibition is a tribute to the collaboration between 
the artist and J ack Cowart, Curator of 19th & 20th Century 
Art at The Saint Louis Art Museum. We would like to 
extend our sincere appreciation to them and to the 
Museum staff. 

"Roy Lichtenstein 1970-1980" offers arare opportunity 
for the American, European, and Japanese public to see 
the work of an innova ti ve American artist. For American 
Express, the exhibition reinforces our continuing com­
mitment to support the arts and to broaden cultural 
perspectives worldwide. 

James D. Robinson III 
Trustee, American Express Foundation 
Chairman, American Express Company 
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BEYOND POP: INTRODUCTION 

I
n the 1960s, Roy Lichtenstein, with other contempo­
rary Pop artists, astounded the public and made art 
history. Lichtenstein became the preeminent painter 
of comic and advertising-derived images, and he, 
most clearly of all, identified and rendered those 

single objects which had become central parts of our 
consumer mentality. In these unorthodox but compel­
ling subjects we now see the artistic attitudes of our 
present-day culture. The changes effected in the sub­
jects come from Lichtenstein's intuitive grasp of both the 
nature of visual communication and the abiding legiti­
macy of previous modern art movements. 

Throughout this text, Lichtenstein's earlier works are 
illustrated for comparison with his later pieces. The '60s 
subjects were Comics, Still Lifes, Landscapes, Works of 
Art, Explosions, Brushstrokes, Stretcher Frames, Mod­
ern Paintings, and Serial Paintings. Actively shifting sub­
ject types while refining his idioma tic representation, he 
soon became an acclaimed Pop artist with broad inter­
national museum and critical response. His exhibitions, 
at The Tate Gallery, London, in 1968, and at The Saloman 
R. Guggenheim Museum, New York, in 1969, seta dis­
tinct, albeit now stereotyped, image of the artist. This 
study aims to establish a different balance and to dem­
onstrate Lichtenstein's new and surprising investigations. 
Today the artist need not fight the same battles; now he 
challenges our nostalgic tendencies by his select bits 
and pieces of history. We are moved to question what it 
is, after all, that has made modern art movements signif­
icant or atttactive. His imagery consistently refers to the 
phenomenon and effects of the current deluge of illus­
trated art books in which everything is changed by 
small scale, juxtaposition, black-and-white cuts, or tour­
color process plates and where all visual realities are 
annulled. Ironically, these items will, no doubt, remain 
our primary vehicles for learning about and "seeing" art, 
including the art of Roy Lichtenstein. 

In the 1970s, Roy Lichtenstein lived and worked in his 
controlled studio environment in Southampton on Long 
Island. During this time he developed a stylistic imme­
diacy and eco no m y which allowed him to pack numer­
ous artistic decisions into seemingly simple forms and 
clearly visible subjects. He has developed a new com­
plex system of "equivalences" which masks indications 
of his actual sensitivity and misleads many to think of him 
only as a technician of style. But his language is art, his 
idiom is broadly flexible and acquisitive, and he is an 
independent creator. Tomorrow he could take Renais­
sance, Classical, or other known subjects, or, on the 

other hand, quickly invent a new vocabulary of images. 
This survey of work made during an active 11-year 

period, 1970-80, is arranged by thematic groupings and 
demonstrates that Lichtenstein's essential responses 
need not be related from one move to the next. From 
the highly original Mirrors, Entablatures, Still Lifes, Ab­
stractions, Brushstrokes to his daring art history coloring 
book of subjects (Cubism, Futurism, Purism, Surrealism, 
Expressionism), different things in any group may pro­
vide points of focus, in any arder. This inherent unpre­
dictability is an essential, modern ingredient, restating 
Lichtenstein's quality as provocateur. 

Various reproductions of other artists' works seem 
related to reproductions of Lichtenstein's (see Appen­
dix). But for him they are compositional characteriza­
tions, mere starting points for subsequent work which 
must be strong in its own right. And when his work is 
seen in color and at full scale the similarities end, since 
the changes of palette, size, line, pattern, texture all 
identify the new work as Lichtenstein's. This process 
forces the question about the relevance of who or what 
has been used as a style or subject reference. Lichten­
stein overloads the issue, playing the traditional and 
tedious art historical game of source so constantly 
against itselfthat the point is eventually negated. His anti­
quarianism is his own peculiarly radical vernacular and 
he leaves us with source/antisource/nonsource, estab­
lishing in this way a contemporary non sequitur. In this 
detailed text, numerous references are made to the 
nominal subjects of Lichtenstein's works since they dis­
play his personal values. But works by other artists are 
not illustrated here beca use each of Lichtenstein's works 
stands alone. Encountered face to face these paintings 
display their direct execution, brush marks, pencillines, 
and irregularities. They are studio made, in a style 
which is increasingly autographic and self-referential. 
He establishes his own tension between the definitions 
of his art and the viewer's first rush of associations, ideas, 
and dialogue. He manipulates his personal, intelligently 
creative repertoire in such a seemingly natural way that 
the messages border on the invisible. 

Viewing Pop art as a constructive art but one with an 
absurd subject in the inevitable history of vulgarization, 
Lichtenstein in the 1970s has freed himself from certain 
conventional obligations. These include the public's ex­
pectations of naive originality and the critics' demands 
that artists demonstrate proper art historical manners. 
He is now working in a contemporary attitude of con­
frontation, putting things in more current terms. 
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DEOSNE APPEARANCES: THE PAINTINGS 

MIRRORS, 1970-72 

R
oy Lichtenstein began the decade 1970-80 
with a visually and intellectually tantalizing 
subject: mirrors. The nominal sources of these 
images, advertising illustrations, were first seen 
in the l960s in Lichtenstein's comic manipula­

tions of reflections and mirrors. But in the l970s the style 
became less Pop/advertising-derived and more asser­
tive, as the early graphic symbols became mere techni­
cal expedients. The artist's photographs of real mirrors, 
a round magnifying makeup mirror andan oval beveled­
edge mirror, indicate the distinct effects of distortion 
and abstraction that appear in the paintings: in the mag­
nifying mirror, short focal length, bent lines, and ob­
scured details outside its focus; in the oval beveled­
edge mirror, visual direction and activity, an axís that 
can be manipulated to give straight slices of image 
across the face of the glass, and a beveled edge that 
fractures continuity. The oval mirror was also photo­
graphed facing skyward to catch pure light and cloud 
effects. 

In this group of paintings Lichtenstein establishes a 
new idiom to denote mirrors, glass, reflections, and the 
fall of light. The Benday dots convey the glass surface, 
the mirror silver, and a sense of shadow. The linear 
elements, pseudo-beveled-edge illusions, and shaped 
canvases refer to round, oval, or rectangular mirrors. 
Zones are sometimes completely painted, and salid­
color tondos contrast with others which are virtually 
blank and colorless. Needless to say these works are 
not mirrors but graphic renderings of sorne real but 
mostly imagined reflective effects together with refer­
ences to the idea ofthe viewer looking in a mirror and at 
a painting of a mirror. The interpretation is further load­
ed by the implied allusion to the histories of art and 
literature which are stocked with mirrors and mirroring, 
whether it be Mannerist or Baroque painting; references 
to Pablo Picasso, René Magritte, Henri Matisse, Michel­
angelo Pistoletto, Lucas Samaras, Richard Estes, and 
Larry Bell; or the Surrealist mirror metaphors of André 
Breton and Philippe Soupault. 

The Mirror canvases are predominantly intuitive, in­
vented compositions. They appear to be disorganized if 
compared to either Lichtenstein's earlier work or most 
of his later paintings. They are the least preplanned or 
sketched and were worked out directly on can vas, paint­
ed at final scale. It is inaccurate to say that the artist 
devised the Mirrors as an excuse for abstraction. Rath­
er, these works evolved as a mix of an aggressively 
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Girl in Mirror . 1964. 
Enamel on me tal, 42 x 42". 
Edition of eight. 
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Magnifying Glass. 1963. 
Oil on canvas, 16 x 16". 
Collection Gian Enzo Sperone, Turin 
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Mirror in Six Panels #l . 1970. 
Oil and magna on canvas, 96 x 108". 
Museum Moderner Kunst, Vienna; Ludwig Collection, Aachen . 
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Him. 1964. 
Graphite and touche on paper, 21% x 16 1o/¡s". 
The Saint Louis Art Museurn. 

Littoral. 1964. 
Oil and magna on canvas, 36 x 68" 
Walker Art Center, Mim1eapolis; 
Gift of the T. B. Wa1ker Foundation. 
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modem blank:ness with his characteristic, decisive-looking 
surprise. In the Mirrors Lichtenstein consciously devel­
ops a new sense of stylization. His expanded technical 
range establishes independent and unexpected graph­
ic conventions that trigger conflicting notions in the view­
er's mind. The oddity of freezing reflection on canvas is 
a move away from his Pop Rowlux, kinetic seascapes of 
1965-66. The Mirrors assert a firm ordering of sensation. 
At the same time they can be said to be broadly elusive, 
audacious, and disconcerting. Having wittily negated a 
common utilitarian object, Lichtenstein makes concrete 
things which are otherwise fleeting. Furthermore the 
artist, in more ways than one, is out of view. 

But why mirrors? Precedents exist in his earlier work 
where at least three Pop paintings (Woman in Window, 
1963; World's Fair Mural, 1964; M-Maybe, 1965), a draw­
ing (Him, 1964), anda portian ofPreparedness, 1968, are 
con cerned with rendering the effects of light u pon glass. 
Mirroring occurs in his glass and polished metal Mod­
em Sculptures and in the actual reflections of sorne 
ceramics, for example, the gilt element in Ceramic Sculp­
ture 15, 1965. The circular shapes of Lichtenstein's ce­
ramic plates prefigure the form of a tondo or oval mirror 
if tipped upward. Shaped paintings exist also, as in the 
circular Cat, 1962, or elsewhere when the canvas forms 

;~ 

~¡ 
!! 
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and the portrayed objects are congruent: Transistor 
Radio, 1961; On, 1962; Compositions 1 and JI, 1964; and 
by an extension of logic, the Stretcher Frames of 1968. 
Other works have dominant internal circular formats or 
depicted mirrors: 1 Can See the Whole Room and There's 
Nobody in It, 1961; Tire, 1962; Christmas Tree Oma­
ment, 1962; Mustard on White, 1963; Girl in Mirror, 1964; 
and most importantly, Golf Ball, 1962 (see p. 56), and 
Magmfying Glass, 1963. 

Lichtenstein deals selectively with themes or compo­
sitions about light. The artist has said that he doesn't 
think in terms of light and its local effects; he thinks of 
colors, as they come out of the tube and are spread on 
the canvas. Only in the Stretcher Frames of 1968 and the 
black-and-white Entablatures of 1970-72 is there a con­
sistent regard for the direct effects of light and cast 
shadow. Light activity and source is expressed at another 
level in his Rouen Cathedral and Haystacks series of 
1969, after Claude Monet, where Impressionist fallibil­
ities are featured. Elsewhere, Lichtenstein was applying 
graphic renditions oflight reflections to three-dimensional 
objects and creating actual shadows with his perforated 
metal reliefs. Other paintings such as Littoral, 1964, Un­
titled, 1965, or works with clouds and vapors (Desert 
Landscape JI, 1964, and White Cloud, 1964) establish a 
pervasive film of dots and reflectionlike incidents. Fol­
lowing the heavily patterned Modern Paintings of 1967, 
the point of transition is the Pop Mirror # 1, 1969, with its 
evenly dotted veil, heavier dotting for dark tone, and 
sorne solidly painted areas. The pictorial elements are 
positioned to suggest a cartoon convex mirror, as its 
forms swell and meld into the edge design or swirl 
slightly away from the center. 

By 1970 the artist had left a Pop style and begun to 
employ new compositional ideas. Benday dots were 
graduated in size and applied in shimmering shifts of 
gray tone, as a code reference that mirrors have no 
inherent color. Sorne works look like steamy mirrors, a 
few have swipes across them. The tondo and oval Mir­
rors give the predominant illusion of flat , beveled-edge 
objects with straight reflection zones. Wavering or 
curved lines still exist but they seem to refer to magnifi­
cation optics rather than to the artist's apparent need in 
1969 to illustrate convexity. 

' The two-, three-, four- , and six-panel Mirrors as com­
positions of multiple canvases follow from his Modern 
Paintings with the significant difference that in the Mir­
rors Lichtenstein usually denies any matching of edge 
or panel design. Rather, there are facetings and slipped 
images. These latge-scale works imply folding Art Deco 

Mirror #l . 1969. 
Oil and magna on canvas. 60 x 48". 
Private collection, Ita1y. 

Mirror #1 . 1970. 
Oi1 and magna on canvas, 36" dia. 
Private collection. 
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Double Mirror. 1970. 

Oil and magna on canvas, 66 x 36". 

ColJection the Werner -Erhard CharitabJe Settlement. 
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Mirror in Six PaneJs. 1971 . 

Oi1 and magna on canvas, 120 x 132". 

Private collection. 
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Photograph of a round magnifying mirror 
by L1chtenstein. 

Photograph of an oval mirror by Lichtenstein. 
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Mirror # 3. 1971. 
Oil and magna on canvas, 72 x 36". 
Collec!Jon Irving Blum, New York 
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Multiple sketches of Brushstroke, oval Mirror, six-panel Mirror. 1971. 
Graphite and colored pencil on paper, sheet: 20 Y2 x 25 W'. 
Private collection. 
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screens, mirror walls, store dressing rooms, and Mini­
mal and Color-Field paintings. The panel schemes 
evolve from the artist's studio experiments with individ­
ually adjustable hinged mirrors. With these planes at dif­
ferent angles, radically unrelated images would emerge 
or carry over onto the next glass. Circular and oval 
mirrors function as apertures or portholes which punc­
ture the wall surface with light and stylistically refer to a 
l940s domestic interior fashion. Sorne ofthe Mirror tondos 
are painted salid colors (green, yellow, blue) with only 
the edges treated in dots or lines. With this clearly 
unrealistic color the artist breaks away from making 
neutralized pictures of mirrors and implies an outside 
form, a worrisome kind of presence, something large 
enough to obscure the face of the glass. 

The Mirrors are manipulated freely for their implied 
narratives in terms of both composition and symbol. 
Since we know that normal mirrors throw back only 
what is placed befare them, there is the added tenden­
cy to compare and contrast the very different effects of 
the almost 50 Mirrors of 1970-72. One hopes to discover 
the intent of th.e artist, the forms he has manipulated, or 
the feelings presumed to be present and expressed. 
Yet the sheer variety and perfect finish of the tondos, 
ovals, and panels restrict the search, and the viewer 
realizes that the Mirrors are indeed objects of trickery, 
made to conflict with all expectations. One would not 
actually stand in front of a Lichtenstein Mirror to straight­
en one's hat, but one does think about it. The truth is 
confounding, Lichtenstein having shrewdly bent the rules. 
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Mirror # 2. 1971. 
Oil and magna on canvas, 72 x 36". 

Collection Mr. and Mrs. Robert Kardon, Philadelphia 
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Mirror # 6. 1971. 
Oil and magna on canvas, 36" dia. 
Private collection. 
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Mirror #3. 1971. 
Oil and magna on canvas, 48" día. 
Collection John Bedenkapp/Douglas Courtnier, New York. 

. . 
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Mirror. 1972. 
Oil and magna on canvas, 48" dia. 
Private collection. 
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ENTABLATURES, 1971-72 

T
he black-and-white Entablatures begin a series 
which eventually totaled 28 works executed be­
tween 1971 and 1976. The ten initial paintings of 
extreme horizontal format were painted in Scmth­
ampton during the same years Lichtenstein was 

producing the Mirrors. Indeed, the extensive Benday 
dot screening for a middle tone, the Entablatures' as­
sertive blankness, and the primary concern for refer­
ences to light and shade, reflection and shimmer, are 
equivalent to issues encountered in the Mirrors. And it is 
doubtful that anyone would seriously think these 
paintings-any more than the Mirrors-are literally what 
they portray. There is, however, at least one notable 
contrast between the Mirrors and the Entablatures. In 
the Mirrors the canvas is meant to represent fragile 
glass. But in the Entablatures the canvas is intended to 
represent the opposite: stone and concrete. Although 
the artist used the same technical tools to suggest both 
glass and concrete, the Entablatures have been given a 
firm evenness of dots, a large scale, and an association 
with architectural sources, all of which foster the trans­
formation of paintings into objects. 

The Entablature paintings and drawings find their 
sources in photographs taken by the artist in the vicinity 
of Wall Street and around 28th Street. It was from these 
photographs that Lichtenstein then improvised. Later, in 
the 1974-76 Entablatures, he more freely invented ar­
rangements, textures, and color. The photographs show 
the artist's preferred shooting time of midday, which 
allowed him to obtain definite shadows with minimum 
distortion. A variety óf classicistic architraves, cornices, 
dentils, capitals, fretwork, quoins, wall scorings, key­
stones, · overdoors, roundels, and pilaster and column 
footings were photographed. Not one of these details is 
authentic; all are 20th-century adaptations applied as 
surface decorations to mercantile structures, shopping 
malls, and subdivision houses. Often oddly imaginative, 
these bastardized carvings and concrete castings are 
not related to modern steel construction methods but 
were chosen as fac;:ades to express power, wealth, and 
stability. Lichtenstein photographed severa! flamboyant 
Renaissance and Mannerist derivations and a few Art 
Deco details, but he sought primarily Greek and Roman 
inspired orders and running motifs. Sorne of his earlier 
paintings contain renderings of entablatures (Temple 11, 
1965), and there were certain entablaturelike indications 
in his 1961 drawing, Couch, and in the later Modern 

Photographs of entablatures, New York, by Lichtenstein. 
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Paintings. But the issues were forced in the 1970s as the 
Entablatures were motifs related to art museums, banks, 
libraries, and courthouses, our contemporary temples 
adorned with a popular style oddly imported to a new 
place from another time. 

Lichtenstein too k this ersatz classical New York sub­
ject for its hard edge, clean line, distinct pattern, and 
confused provenance. The elabora te implications of re­
lief, which in themselves are already a kind of visionary 
architecture, are recombined further by the artist in the 
paintings. His view, as portrayed in the first set of Entab­
latures, is from slightly below. Y et the intention is that 
we view the works head-on as paintings and not as 
architectural fragments in an archeological reinstalla­
tion. In these paintings the artist has worked in a kind of 
visual reverse. That is, the positive areas are created by 
inference, since they are not literally painted. It is the 
shadows which are painted, defined by black lines or 
dotted screens, and these shadows convince the viewer 
that the relief exists. The artist began with a white 
primed canvas and then "carved" into it with black. This 
process is easier to see in his graphite drawíngs, where 
only the shadows are drawn onto an otherwise clean 
sheet. The elements suggested by shadow in the paint­
ings become punctuations, like percussive notations or 
metronomic beats, consuming real time to sean; regular 
visual rhythms and alternates are set at a consistent 
level across each of the black-and-white Entablatures. 

The entablature subject ceased in 1972 but frieze and 
detail elements common to these works and to the 1974-76 
color Entablatures became stock fragments in numer­
ous other paintings. Lichtenstein used the entablature 
idea as an almost appropriate subject for the ceiling 
molding in Artist's S tu dio, Look Mickey, 1973 (see p. 7 4), 
along with a requotation of that false entablature of 

Entablature # 7. 1971. 
Oi1 and magna on canvas, 18 x 96". 
Ga1erie de Gestlo, Hamburg. 

Temple 11. 1965. 
Oi1 and magna on canvas, 80 x 68". 
Collection Dr. André Esse1ier, Zurich. 

upholstery skirt pleats from his 1961 Couch drawing; as 
a chair raíl in Artist's Studio/A Still L1fe, 1973 (see p. 73); 
inArtist's Studio with Model, 1974 (see p. 76); in many of 
the Cubist works and Abstractions; and in several of the 
Surrealist paintings. The ambiguity of source is height­
ened where the references may include his own paint­
ings, drawings, or photographs; architecture; or even 
works by other artists. 
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Temple of Apollo. 1964. 
Oi1 and magna on canvas, 94 x 128". 
Collection Mr. and Mrs. Joseph Pulitzer, Jr. , St. Louis. 

Entablature. 1971. 
Graphite on paper, sheet: 28 x 403/4''. 
Private collection. 
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Entablature # JO. 1971. 
Oil and magna on canvas, 30 x 144". 
Private collection. 
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En tablature # 4. 1971. 
Oil and magna on canvas, 2'2" x 18'. 
Collection Corrado Levi, Turin. 
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ENTABLATURES, 1974-76 

F
ull color, metallic paint, and illusionistic and real 
textures playing against one another are the 
new qualities of the second set of Entablatures. 
In these 18 paintings the expanded palette in­
eludes new shades, sorne light and frosty, sorne 

dense and dark; between large color zones there are 
thin lines of black, yellow, red, or blue. There is a dimin­
ished use of graduated Benday dots, and in sorne there 
are recently appropriated diagonal stripings. In many of 
these Entablatures the artist leaves behind his so-called 
World's Fair classicism and creates objects whose design 
and texture are closer to a Viennese Art Deco. In this 
military bunker style their squared or rectangular ele­
ments are made to look severe, mechanically form-cast, 
heavy, and durable. (Conversely, there are other con­
temporary Entablatures which are overly decorated and 
seductive, with airy colors and bands ofpastrylike mold­
ing.) The stretcher proportions are less elongated than 
those of the first Entablatures, and the artist inclines 
more toward colored abstract painting, as he admits to 
thinking, in an offhand fashion, of Kenn~th Noland and 
serial and Minimal art. The color and textura! zones 
become increasingly dominant as the compositional ele­
ments become more artificial. To the casual viewer 
such intuitive invention gives the deceptive appearance 
that the juxtapositions are random. But the ordering of 
the motifs, colors, and textures developed through a 
process of trial and error in many small, colored pencil 
drawings where elements were flipped, erased, and 
shifted around. Lichtenstein's general attempt has been 
to bring things to a conclusive appearance. If the Entab­
latures were not worked out, they would be, in the 
artist's opinion, relatively meaningless. 

While in these works the artist move<;l. farther from 
any direct reference to real architecture, he, contrarily, 
mixed sand, mica, and paint to create textures which 
quite literally relate to actual building materials. The 
squeegee sometimes trapped a large particle and 
dragged it across the texture zone, making a cut or 
score, a chance incident retained by the artist. These 
later Entablatures also contain the Iargest areas of un­
modulated color in any of Lichtenstein's works. The fact 
that the classical Greek entablatures originally had dra­
matic, vivid colors is not a significant factor to him. Such 
information is not today common knowledge, and the 
artist only draws and paints things as he thinks people 
see and think of them. The palette change was, therefore, 
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Entablalure. 1974. 
Oil, magna, and metallic paint, with sand, on canvas, 60 x lOO". 
Private collection. 
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Entablalure. 1974. 
Magna and metallic paint, with sand, on canvas, 70 x 11 2". 
Private collection. 
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Entablature. 1975. 
Graphite and colored pencil on paper, sheet: 9VJs x 10 1o/¡s"; image: 3 V4 x 5". 
Private collection. 
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Entablature. 1975. 
Magna and metallic paint, with sand, on canvas, 70 x 122". 
Ace Gallery, Vancouver, B.C. 

made by the artist ·because he needed to get back to 
dominant color after the severity ofthe black-and-white 
Entablatures, most of the Mirrors, and even the early 
Still Life and Studio paintings. Lichtenstein pushed the 
format of broad bands of one color against thinner stripes 
of another color, tuning his eye, learning the varying 
qualities and potentials, without interference of subject 
matter, iconography, Pop message, or convention. This 
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activity formed an effective counterpoint to the restrict­
ed visual experirnents of the Mirrors and earlier Entab­
latures. He had begun the Entablatures attracted by the 
idea of doing something which had been done countless 
times befare, from Greek art to today. And the paintings 
carry part of this historical charge no matter how much 
he subsequently improvised on the theme or turned 
these Entablatures into Color-Field landscapes. 
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Entablature. 1974. 
Magna and metallic paint, with sand, on canvas, 60 x 90". 

·Priva te collection. 
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Entablature. 1976. 
Oil, magna, and metallic paint, with sand, on canvas, 54 x 192". 
Prívate collection. 
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Bottom: Roller Skates. 196!. 
Oil on canvas, 42 x 40". 
Collection Mr. and Mrs. George Schlapp, St. Louis. 

STILL LIFES, 1972-7 4 

L
ichtenstein's Pop works of the 1960s presented a 
new kind of stilllife in the selection and rendering 
of specific single objects, for example, Roto Broil, 
1961; Tire, 1962; andjewels, 1963. This radical 
format established great flexibility for further 

exploration and indicated a context for the more com­
plex stilllife paintings of the 1970s. Other possibilities 
were created by a series of scenographic stilllifes, like 
Roller Skates, Black Flowers, and Turkey, alll961, or his 
1964 untitled screen print (sandwich, glass, straws, plate), 
where the elements were placed into a setting, in this 
case a table edge, not floating in space. Lichtenstein's 
use of a Picasso stilllife for his own Still Life, 1964 (see 
p. 82), seems to bring together his new intentions to con­
tinue the modernist tradition of stilllife while substantially 
changing illustrational and symbolic values. 

The subsequent Still Lifes of 1972-74 began with highly 
simplified, isolated objects, sorne of which carne from 
actual studio or kitchen stilllife setups: Bananas & Grape­
fruit # 1, 1972; Still Life with Red Wine, 1972; andBluefish, 
1973. Lichtenstein expropriates and recombines into 
new settings stemware, trays, crystal bowls, candy jars, 
silver pitchers, coffee pots, and things which interest 
him. His scale is larger than life, and at this size the 
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j ewels. 1963. 
Oil on canvas, 68 x 36". 
Museum Ludwig, Cologne . 

Turkey 196 !. 
Oil on canvas, 26 x 30". 
Private collection. 
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Bananas & Grapefmit #l . 1972. 
Oil and magna on canvas, 20 x 28". 
Private collection. 
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Glass and Lemon Befare a Mirror. 1974. 
Oil and magna on canvas, 52 x 42". 
Private collection. 

works are first perceived in terms of dominant color and 
idiosyncratic details of design and execution. In still 
other works of 1972-74 there is a tendency toward multi­
figured, artificially composed scenes. Cape Cod Still Life 1 
and 11, 1973, effectively satirize many amateur seascape 
and nautical paintings; Sti11 L1fe with Longhom Skull and 
Cactus, 1972, is a Western subject reminiscent of his 
own 1951-57 themes; and the Oriental Still Lifes (for 
example, Oriental Landscape, 1973) establish different 
areas ofpatternizing. In each type Lichtenstein contrasts 
flat unmodulated fruit or plant shapes and. background 
colors against graphically complicated objects which 
give no sense of personal ownership. Unlike Matisse, for 
example, who portrayed objects clearly loaded with 
prívate, even sentimental, value, Lichtenstein uses ob­
jects as if they arrived vía a clipping service that bor­
rows from banal catalogues of housewares. 

Lichtenstein's drawings of stilllifes are almost always 
preliminary ideas for paintings, executed in neatly ruled 
rectangles, worked and reworked toward his desired 
compositional plan. For any given painting there are not 
numerous individual drawings, but only one or two, 
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bearing evidence of the artist's process, showing multi­
ple erasures and additions in a free working method. 
The scale of these images at first drawing is rarely more 
than 4 x 6 inches, and as thumbnail sketches they have a 
special energy and potency, with an intuitively correct 
ratio between a single pencil-stroke width and the paint­
ing's finalline. The small format fits Lichtenstein's rudi­
mentary opaque projector (purposely not a very good 
one) with which he produces an enlarged image upon 

. the canvas. The next drawing sequence occurs on the 
canvas, the artist fully redrawing, adjusting, replanning, 
and taping in color areas of painted paper, with the 
small drawing hung up beside as a reference. For larg­
er compositions intermediary drawings of larger scale 
are produced from which slides are shot, then project­
ed. These more finished, presentationlike drawings 
tighten up the free sketches with new details or revi­
sions, sometimes added by collage. The striping of the 
'70s carne out of the drawings, sin ce previously the artist 
had used stripes to indicate dots, but then literally took 
the slashes on their own merit. While linked to line, 
of course, Lichtenstein's drawings have much to do 
with color. In them he imagines the size of the color 
area, the juxtapositions of colors, and the kinds of shapes. 
The little drawings are uniformly less intense in color 
but their internal relationships are equivalent to those of 
the paintings. 

Sorne artists draw incessantly to keep creating, whether 
in or out of the studio, others to practice and develop 
their representational skills with the model or still life. 
But Lichtenstein disregards drawing as a cherished in­
tellectual discipline. He also attaches relatively little 
importance to the studio sketches that previously were 
used up, lost, or thrown out. Today they are more likely 
to be stored, but only as souvenirs of favorite paintings 
or ideas for future work Lichtenstein is an uncommon 
draftsman, but he is one who draws primarily to paint. 
(For a period in the 1960s Lichtenstein made indepen­
dent drawings which functioned as black-and-white pic­
tures, not intended to be rendered as paintings. There 
are few such drawings in the l970s; only the early 
Entablature drawings and several Surrealist drawings 
stand apart from the painting process.) 

The artist's Still Lifes avoid almost all indication of fruit 
textures. Lichtenstein creates, rather, standard indica­
tions of type, systems of reference which make the 
rendering economic and directly legible, as well as 
pleasant looking. A shape becomes, for example, a 
lemon, because it is ovoid, yellow, and has a nipple; an 
apple, because it is a flattened heart shape, red, and 
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Still Life with Silver Pitcher. 1972. 
Oil and magna on canvas, 50 x 60". 
Collection Mr. and Mrs. Bagley Wright, Seattle. 
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Still Life wilh Longhom Skull and Cactus. 1972. 
Oi1 and magna on canvas, 42 x 52". 
Collection Mr. and Mrs. Rona1d K. Greenberg, St. Louis. 

Oriental Landscape. 1973. 
Oil and magna on canvas, 70 x 42". 
Prívate collection, Norway. 
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Cape Cod 51111 Life JI. 1973. 
Oil and magna on canvas, 60 x 74". 

Private collection. 
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Multiple sketches for Still Lifes. 1972. 
Graphite and colored pencil on paper, sheet: 13% x 11". 
Private collection. 
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Grapes. 1972. 
Oil and magna on canvas, 20 x 28". 
Collection Holly and Horace Solomon, New York. 

has a curved reflection window; a grapefruit, because 
it is purely round and yellow; a grape, because it is 
bunched, purple, and has a reflection window (where an 
olive would not); a banana, because it is a long, flattened 
crescent with a bisecting edge, and yellow; and so on. 
The subjects in the paintings are arranged to present 
these characteristics, and the paintings assume a kind of 
intellectual validity by flash association, rather than by 
photographic illusion. Realism is, after all, whatever a 
given community ata given time believes to be realistic. 

Produced during the same years as the Mirrors and 
Entablatures, this suite of 36 Still Lifes pres.ents the most 
consistent imagistic subject theme for Lichtenstein since 

his cartoon Pop paintings. Emphasis is placed on glass 
or metal reflections and the transparency of objects by 
means of experiments with new background styliza­
tions, new patterns, striping, or dots, and new lines and 
colors. Iconography is secondary in these works; there 
is an inherent risk of relying on Lichtenstein's subject 
matter as the sole meaning. As always, he creates a 
personalized amalgamation of his view of a variety of 
historical and contemporary movements and personali­
ties, with an interest in what is different rather than 
what is the same. But it is fair to say that this period 
may be his most "Matissian." This 1972-74 group con­
tains a number of paintings dealing with Matisse-like 
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Still Life with Stretcher, Mirror, Bowl of Fruit. 1972. 
Oil and magna on canvas, 96 x 54". 
Collection Sydney and Frances Lewis. 

Stretcher Frame. 1968. 
Oil and magna on canvas, 36 x 36". 
Private collection . 

• 
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Apple, Grapes, Grapefruit. 1974. 
Oil and magna on canvas, 40 x 54". 
Private collection, London. 

studio interiors, where Lichtenstein establishes a refer­
ential kind of art-as-art dialogue where realities are 
confused. Such issues find their most complete state­
ment in the five 1973-74 artist's studio paintings, but 
even at this moment in the earlier Still Lifes Lichtenstein 
has begun to manipulate two or three different ways of 
reading the portrayed objects. 

One of the earliest of these contradictory paintings is 
Still Life with Stretcher, Mirror, Bowl of Fruit, 1972. The 
depicted oval mirror may refer to an actual mirror or 
to a Mirror painting. The canvas back portrayed may 
depict an actual canvas turned with its back out or 
the face of Lichtenstein's 1968 painting Stretcher Frame. 
The fruit in the bowl may be a motif from another 
Still Life painting. The cup and saucer may derive from 
a Lichtenstein ceramic cup sculpture of 1966, an item 
from his production of Durable Dish settings, an actual 
cup, or all ofthe above. Comparable manipulations exist 
in Stlll Life with Artist's Tools, 1972, with the additional 
piquant items of an engineer's drafting triangle (which 
was not in the original drawing for the painting), a 
newspaperlike, graphic, black-and-white flower ar­
rangement, and a drape behind the scene that is clearly 
reminiscent of Raphaelle Peale's anecdotal painting After 
the Bath, 1823. 

In his suite of three fishbowl Still Lifes Lichtenstein 
broadly quotes Matisse sources. Stzll Lzfe with Goldfish, 
1972, appropriates Matisse's G0ldfish, 1911, with an em­
phasis on the compositional ploy of cutting the front 
edge of the bowl, also found in Matisse's Goldfish and 
Sculpture, 1911; Goldfish, 1912; and Interior with Gold­
fish, 1914. The portrayed golf-ball image does not cor-
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Still Life with Crystal Bowl. 1973. 
Magna on canvas, 52 x 42". 
Whitney Museum of American Art, New York; Gift of Frances and Sydney Lewis. 
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Still Life with Artist's Tools. 1972. 
Oil and magna on canvas, 60 x 96". 
Collection Enrico Carimati, Milan. 

respond exactly to Lichtenstein's GolfBall, 1962, but it is 
clase enough to make a clear reference. The moonlike 
sphere suggests also a view seen out a window, a de­
vice often used by Matisse but most dramatically by 
Magritte. Lichtenstein's l974Stlll Life with Goldfish (Phil­
adelphia Museum of Art) relates to Matisse's Interior 
with Goldfish , 1914, except the interior perspective has 
been flattened out. The small nude image at the top is 
more like those of William Copley than Matisse, while 
the larger black-and-white image on the left is clearly 
like those of the latter. Stlll LIJe with Oysters, 1973, con­
tains a reference to Lichtenstein's Black Flowers, 1961, 
and, with Still LIJe with Goldfish, 1974, arrives at the 
preliminary solution for the design of the 1977-78 gold­
fish-bowl bronze sculptures, as the diagonal stripes es­
tablish the allusion to tone and reflections suspended in 
water. Lichtenstein's Still Life with Sculpture, 1974, has 
certain references to Matisse's Sculpture and Persian 
V ase, 1908, and the vase in the Lichtenstein is borrowed 
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from Stlll Llfe with a Greek Torso, 1908. Lichtenstein 
admires both the transcendent apolitical, artistic, and 
historical role of Matisse and his formal goals and tech­
niques. Of interest are the dozens of other known Matisse 
works where the painted object is so construed as to 
give a dominant and clear chromatic atmosphere with 
exquisite line, pattern, and intuitive spatial sense. 

In addition, Lichtenstein's later Studio paintings of 
1973-74, various drawings, and at least two sculptures 
indicate further Matissian appropriations. In his stilllifes 
Matisse's compositional and aesthetic sense is consis­
tent with Lichtenstein's pursuits, even as Lichtenstein's 
tight finish moves far away from Matisse's painterly, 
transparent facture. The artist realizes, of course, that 
Matisse is regarded so universally today that the "look" 
of his art is validated at all levels. Lichtenstein places 
these validated items in our contemporary domain. He 
can then subversively load, and sometimes only appear 
to load, new issues into a dated Matissian nomenclature. 
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Still Life with Glass and Peeled Lemon. 1972. 
Oil and magna on canvas, 42 x 48". 
Collection Joseph Helman, New York. 
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Golf Ball. 1962. 
Oil on canvas, 32 x 32". 
Collection Mr. and Mrs. Melvin Hirsh, Beverly Hills. 

Multiple sketches for Artist's Studios, Still Lifes. 1972. 
Graphite and colored pencil on paper, sheet: 21 VJs x 27%". 
Prívate collection. 
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That such fundamental relationships are elusive and so 
finely mixed is regarded as a success by Lichtenstein, 
for he has arrived at the point of being able simulta­
neously to affirm and deny his seriousness. 

The issues of Lichtenstein's Still Lifes, however, are 
too broad to be limited to a relationship with Matisse's 
work. Rather, there is an extensive chain of association, 
as a variety of references from the educated viewer 
come into play with those of the artist. Lichtenstein's 
actions ultimately refer to the larger category of stilllife, 
a format with one of the longest traditions in art. Fur­
thermore, the history of American stilllife is of particular 
relevance to Lichtenstein, considering Raphaelle Peale 
for his placement and restricted number of objects; folk 
art with its direct, naive, craft approach to the subject; 
and modern still life examples from Charles Sheeler 
through Pop artists like Jim Dine, Tom Wesselmann, and 
James Rosenquist. 

f/1// 
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Still LiJe with Goldfísh. 1972. 
Oil and magna on canvas, 52 x 42". 
Private collection. 

Fundación Juan March



STUDIO WALLS AND TROMPE L'OEILS, 1973 

L
ichtenstein's Trompe l'Oeil, Cubist, Futurist, Pur­
ist, Surrealist, or Expressionist paintings are nei­
ther part of those particular art historical move­
ments nor intended as works passively under 
their influence. His treatment of these styles is 

intended to negate the movements' historical, technical, 
social, and political concerns. He responds not to the art 
as such but rather to the illustrations of it; his use of 
isolated features of composition allows him to pursue his 
own interests from an established base. Sorne of Lichten­
stein's other choices highlight various futilities ofmodern 
art: those movements which had stirringly romantic van­
guard notions or anarchistic polemics, but which did not 
and, in truth, could not have the necessary visual and 
technical means to embody them. 

By the choice of the Studio Wall and Trompe l'Oeil 
formats Lichtenstein confronts historical trompe l'oeil, as 
it aimed at creating something which looked real enough 
to be real, and his work in this group adopts sorne of 
those compositions and subjects. But beyond this bis 
more direct aim is to create still lifes in which the 
objects can be placed all around the picture plane, 
immune to the logic of scenographic tradition or the 
force of gravity. He is testing bis skills within an existing 
art style which comes with its own set of preconcep­
tions. With the advantage of knowing what comes la ter, 
one can see that the sense of format developed here 
may indeed have fostered Lichtenstein's subsequent 
Cubist Still Lifes, where the elements also are somewhat 
openly placed about the picture field in larger units and 
greater dispersion than in actual Cubist works. 

As noted previously, the Still Lifes, with their relation­
ship to Matisse, are the first of Lichtenstein's l970s works 
to raise the issue of art historical sources. Similar points 
occur with the seven Studio Wall and Trompe l'Oeil 
paintings. The artist slightly emphasizes the play of light 
and shadow and the indications ofperspective and space, 
but the works do not literally fool the eye. At best they 
coerce one into thinking about other things; in this case 
it is our art historical bias making associations to the 
actually illusionistic and deceptive stilllifes of European 
and especially the American 19th-century trompe l'oeil 
painters John Frederick Peto, John Haberle, William 
Michael Harnett, and F. Danton, Jr. Another issue in this 
Lichtenstein painting group concerns how we reinter­
pret and apply other meanings to earlier art. The origi­
nal impact of American 19th-century trompe l'oeil is 
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diminished today; but in the 1930s and '40s it was fash­
ionable, andina certain way legitima te, to impose mean­
ings in terms of the then-current Surrealist vanguard. 
Artists such as Peto, Harnett, and Haberle were viewed 
as precursors of Max Ernst, Magritte, Pierre Roy, and 
others. This process can be extended to Lichtenstein. 
His Studio Wall and Trompe l'Oeil works, with their 
actual and ersatz realities, can be seen as providing an 
instructional artistic link between 19th-century trompe 
l'oeil, Surrealism, 1960s Pop art picture/object-making, 
and, finally, his own dreamy, obscure, but significant 
Surrealist paintings of 1977-79. 

Lichtenstein admires Peto, an artist administratively 
forgotten to art history, his oeuvre erroneously attributed . 
to his famous rival Harnett. Peto was not resuscitated 
until the 1950s when luck and sorne clase analysis identi­
fied bis generally more abstract style, as compared to 
the literally microscopic treatment of Harnett. Like Peto, 
Lichtenstein has painted pictures of stretcher backs 
(Peto's Lincoln and the Pfleger Stretcher, 1898); a stilllife 
with high shelf and books (Peto's Old Companions, 1904; 
Lichtenstein'sStudio Wall with Hanging Pencil and Three 
Sketches, 1973); and strings coiled and hanging from 
nails (the two versions of Peto's Old Time Letter Rack, 
both 1894; Lichtenstein'sStudio Wall with Hanging String, 
1973, and Studio Wall with Pocket Watch, Fly, Sketch of 
Lemon, 1973). Elsewhere, concerning these Lichten­
steins, one could note Haberle, who painted Time and 
Etemity, c. 1890, with a hanging pocket watch and rosary, 
nails at the edges, cards, tickets, and reproductions, and 
F. Danton, Jr., whose Time ls Money, 1894, shows an 
allover wood graining with splinters, nails, anda hanging 
clock motif. Other references include Haberle's Slate, 
ca. 1895, with its detail of an illusory hanging pencil, and 
currently, Jasper Johns's painting No, 1961, and 1969 print 
of the same title, with actual hanging letters. 

In the provocative and spacious Things on the Wall , -
1973, the majar images refer to the horseshoe of Harnett's 
Golden Horseshoe, 1886; the collage of cards, envelopes, 
and drawing fragments common to Peto and Haberle; 
nail heads and cast shadows found in various 19th­
century trompe l'oeil works and in sorne Cubist paintings 
as well; and the starfish and shell drawing fragment from 
the artist's own Cape Cod StiJJ Life 11, 1973, and the head 
image coming from Fernand Léger's La Danse, 1942. In 
Trompe J'Oeil with Léger Head and Paintbmsh, 1973, 
we can determine that the Léger head is a detail from 
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Trompe J'Oe1l with Léger Head and Paintbrush. 1973. 
Magna on canvas, 46 x 36". 
Private collection. 
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Study for Things on the Wall. 1973. 
Graphite and co1ored pencil on paper, sheet: 41:Yis x 8W'; image: 4V4 x 5W'. 
Prívate collection. 

Studio Wall with Pocket Watch, Fly, Sketch of Lemon. 1973. 
Magna on canvas, 30 x 24". 
Collection Gordon Locksley and George Shea, Cannes. 
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Marie J'acrobate, 1933; with the butterfly coming per­
haps from the Léger Big julie, 1945. The wood grain is 
an element common to F. Danton, Jr., or his contempo­
raries, Magritte's textures in works like A Courtesan's 
Palace, 1928-29, and Cubist composite still lifes by 
Braque and Picasso. 

Realist trickery is advertised in the artist's trompe 
l'oeil title. He tells us to expect illusionism but the works 
are, by current standards, actually abstract. In these and 
the remaining two paintings ofthe 1973 group (Stretcher 
Frame Revealed Beneath Painting of a Stretcher Frame 
and Fragmented Paintings of Lemons anda Melon on a 
Table ), the twist of logic redoubles and beco mes e ven ­
more abstruse. We are left with a contemporary state­
ment about our patterns of perception, our concepts of 
illusion, and the ultimate willfulness, if not vindictive­
ness, of Lichtenstein, the object~making artist. 
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7'hings on the Wall. 1973. 
Oil and magna on canvas, 60 x 74". 
Collection David Whitney. 
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TRIPTYCHS, 1972-74 

L
ichtenstein has used multiple panels since his 
early Pop works. In his two-panel pieces there is 
a common befare and after, either as action 
begun, then completed, or as cause and effect: 
Step-On Can with Leg, 1961; Bread in Bag, 1961 ; 

Like New, 1962; and even Whaam!, 1963, where on the 
left the plane fires and on the right the target explodes. 
The Pop three-panel workAs 1 Opened Fire, 1964, is the 
best compositional precedent for the 1970s work, as the 
first panel gives an informative view of an airplane fuse­
lage, and the subsequent panels show increasing close­
ups of the wing guns. As the scale of the portrayed units 
increases, the composition acquires a dominant sense of 
abstraction. The five panels of Live Ammo, 1962, are the 
most disjunctive in their stream-of-consciousness, idio­
syncratic mix of views and subjects. However, here the 
artist still follows his general pattern of establishing com­
plicated compositions in the left-hand panels and less 
complex ones in the right. As one scans the images, 
equivalent decisions are found later, too, for example in 
Preparedness, 1968. The Rouen Cathedral paintings, 1969, 
establish a serial image with various points of view and 
compositional changes and a direct statement about 
process, with their Monet-derived scenario. Andas in 
the Haystacks, 1969, the tonal density is attributed to 
what colors were Chosen, the number of screens printed, 
or where the dots intersect. 

Like many ofthe 1960s multipanel works, the 1973-74 
Triptychs appear as if each panel could stand alone as 
an individually representative Lichtenstein painting, ex­
cept that now each may have a different stylistic period. 
In Pitcher Triptych, 1972, the left panel would be a Still 
Life of the same year, the other two would be closer to 
the 1960s Modern Paintings. In Portrait Triptych, 1974 
(see study), the left panel would be a Pop art comic 
book image, the center would be either a Modern Paint­
ing or sculpture or a clearer rendering of Lichtenstein's 
1950s Indian subjects, and the right panel would be 
associated with de Stijl or Russian Constructivism, as a 
prototype for the artist's 1975 Abstractions. The Cow 
Triptych , 1974, starts from the same Pop base, and the 
subsequent panels evolve in an abstract direction. The 
exception that lights the interpretive way is the Grape­
fruit Tn'ptych , 1973. Compositionally, Lichtenstein places 
the three, four, and two yellow circles, respectively, 
within ea eh of the three canvas rectangles, establishing 
a sense of instinctive equivalen ces-to themselves and 
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Below and opposite: As 1 Opened Fire. 1964. 
Oil and magna on canvas, 68 x 178". 
Stedelijk Museum, Amsterdam. 

AS I OPENED FIRE I KNEW WHY TEX 
HADNT BUZZED ME ... 1 F HE HAD ... 
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Bottom: Bread in Bag. 1961. 
Oil on canvas, 28 V2 x 57". 
Collection Al Ordover, New York. 

THE ENEMV WOULD HAVE BEEN WARNED .. 
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THAT MY SHIP WAS BELOW THEM ... 
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then the parts to the whole- even though the number of 
elements changes. In trying to create a rationale for this 
triptych two possibilities occur. The first view may be 
that each panel is a segment of one large panorama of 
nine grapefruits from which we are missing the inter­
vening space. In this view the scene is static. The sec­
ond view may be that each panel is literally the same 
picture but that sorne unseen event has taken place so 
that it is the grapefruits that have movedor been moved. 
In this case, we are missing the intervening time. While 
Grapefruit Triptych remains provocatively mute about 
these questions, the three other triptychs in the group 
show a clear kind of sequential animation. 

Comic strips commonly offer a kind of narrative ani­
mation or passage, though in a highly abridged fashion. 
Also, hand-held flip books offer sequential images which 
our vision connects into a generally smooth flow of mo­
tion. Lichtenstein's triptychs combine not only these 
sources but several others. The most quoted for the Cow 
Triptych are, of course, the painting and related draw­
ings by Theo van Do~sburg, Composition (The Cow), 
·1916-17, and thePicasso lithographseriesBull, 1945-46, 
though all three artists arrived at different solutions. 
Lichtenstein also refers to concepts found in "How to 
Draw" books and plays them against a diagram analysis 
of composition (as one sees in his Portrait of Madame 
Cézanne, 1962). In a "How to Draw" book one often 
sees, for example, that in drawing a rabbit one begins 
with circles or other abstract shapes and then progres­
sively effaces the abstraction to achieve a so-called 
realistic rendering. Lichtenstein reverses this process. 
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Another direct reference for the Triptychs is contem­
porary film animation which provides examples of fan­
tasy, humor, and the grotesque while being able to effect 
similar metamorphoses of the original subjects. 

The Cow Triptych is a classic of its kind, where a 
dumb and bucolic subject, after the seeming p$ychic 
breakdown or explosion in the central panel, has its 
apotheosis as a piece of venerable abstraction in the 
last. This camp evolution to the spiritual absolute, with 
companion examples in the Lichtenstein print series 
Bulll-Vl and Abstract Bull's Head 1-lll, reminds one of 
his Piet Mondrian-like works, Non-Objective 1 (see p.86) 
and JI, 1964, but now with an even more absurd conclu­
sion. The woman subject of the Lichtenstein Portrait 
Triptych is rife with implication. Before this triptych, 
women had been portrayed in cartoon; later, they will 
be symbolically indicated by other attributes of line, 
shape, or fragment. One is inclined to apply all the 
standard literary metaphors as well as questions ofphys­
ical and spiritual beauty. Other far-flung sexist projec­
tions are occasioned by his use of female codes in his 
Surrealist paintings. 

In the suite of Cow, Pitcher, and Portrait Triptychs the 
artist's final twist occurs when it is recognized that in 
each of these "going-abstract" works he has created a 
wonderful perceptual joke. In truth the initial image is, in 
reference to virtual reality, no less abstract than the 
nominally abstract image depicted at the end. It is the 
same reality except for the difference of stylistic no­
menclatures. The artist loads the story to confuse, amuse, 
and upset our present hierarchies. 
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Modem Painting with Clef 1967. 
Oil and magna on canvas, lOO x 180". 
Hirshhorn Museum and Sculpture Garden, Smithsonian Institution, Washington, D.C. 

Modem Painting with Nine Panels. 1968. 
Oil and magna on canvas, 126 x 126". 
Collection lrving Blum, New York. 
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Study for Portrait Táptych and paintings. 1974. 
Graphite and colored pencil on paper, sheet: 7 x 9". 
Private collection. 
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Grapefruit Tn"ptych. 1973. 
Oil and magna on canvas, 24 x 84". 
Collection Felicity Samuel, London. 

Study for Grapefruit Tn"ptych. 1972. 
Graphite and co1ored penci1 on paper, sheet: 7V4 x 15%". 
Prívate collection. 
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Cow Triptych (Cow Going Abstract). 1974. 
Oil and magna on canvas, 68 Yz x 246". 
Prívate collection. 
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STUDIOS, 1973-74 

studio painting is a nice conceit for an 
artist. He can, while creating an inde­
pendent piece, repaint previous work 
or ideas about his work, indicate his 
actual or illusioned ambience, and show 

imaginary work or the works of another artist. The set­
ting can be simultaneously truthful, deceptive, allegori­
cal, yet in general terms the public will view the studio 
as a prívate, highly charged, and romantic place of 
creation. Such paintings are the kind of material docu­
mentation that art historians delight in finding. In scenes 
of artists' studios or collectors' homes one can try to 
identify and discover works, states of completion, icon­
ographic or personal artifacts, and indications of society, 
life style, ahd work habits. Examples ofthis format range 
from the l7th-century Dutch vague for pictures-within­
pictures to Giovanni Paolo Panini's The.Gallery of Cardi­
nal Valenti-Gonzaga, 1749; Gustave Courbet'sfnteriorof 
My Studio, A Real Allegory Summing Up Seven Years of 
My Life as an Artist, 1864-66; Vincent van Gogh's The 
Artist's Bedroom, 1889; numerous Picasso and Braque 
studio paintings; as well as photographs of Gertrude 
Stein's rue de Fleurus residence and the Moscow villas 
of Sergei l. Shchukin and Ivan A. Morosov. 

Lichtenstein produced five large-scale studio interior 
paintings in 1973-74, which were extensions of a pre­
ceding group of 1972-73 still lifes that had included 
renderings of his paintings. But in the later works his 
explicit reference concerns Matisse's four so-called Sym­
phonic Interiors of 1911 (The Pink Studio, The Painter's 
Family, Interior with Eggplants, The Red Studio) and one 
earlier Matisse, Still Life with the "Dance," 1909. Com­
positionally, Lichtenstein's Artist's Studio, Look Mickey, 
1973, is the only one ofthese paintings that shows a room 
comer as in his Bathroom, 1961, and Matis.Se's The Red 
Studio. Three others-Artist's Studio, Foot Medication, 
l974;Artist'sStudio withModel, 1974; andArtist'sStudio/ 
A Still Life, 1973-mix the Red Studio table top placed 
in the lower left with a spatial situation closer to Matisse's 
The Pink Studio. There are good reasons to catalogue 
the known, unknown, and borrowed objects in these 
especially self-referential Lichtenstein paintings. The 
depicted contents are, after all, de facto indicators of 
artistic choice and intention, not unrelated to the oddly 
emptied, floating compositional sense, for example, of 
his Things on the W all. The issues of both the Trompe 
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l'Oeil and Studio paintings culminate in the freeform 
self-referrals of the 1977-79 Surrealist paintings where 
the artist directly incorporates all elements without the 
orthodoxy of making them loo k like pictures of pictures. 
Artist's Studio/A Still Life contains depictions of three 
known Lichtenstein paintings: Stretcher Frame, 1968; 
edges of his Picasso Still Life, 1964; and Baseball Man­
ager, 1963, the last in a florid frame which becomes 
something more like an Entablature. The illustrated mir­
ror could be a Mirror painting or refer to an actual 
mirror, and there is an entablaturelike chair rail. In the 
foreground is a cup-stack, relating to both actual stacked 
cups and his 1966 ceramic sculptures. On the table top 
is a vase and tendril-like flowers anda box of crayons 
borrowed from Matisse's The Red Studio. In this case and 
others, Lichtenstein, however, renders his old paintings 
in his current style. Artist's Studio, Look Mickey contains 
an indication of the painting Look Mickey, 1961, anda 
telephone reminiscent of his 1961 painting R-R-R-R-Ring. 
Several images are derived from known drawings: the 
door is clase to his 1961 drawing Knock Knock, and 
the couch is from his 1961 drawing Couch, with its quasi­
entablature pleated skirt. There are several general 
references to painting groups: an Entablature molding 
above, a Still Life arrangement on the floor, a double 
Mirror panel or a real mirror, and a Stretcher Frame or 
the actual back of a canvas. Two imagined works are a 
landscape with birds which will not beco me a real paint­
ing until 1974 and another image showing his thoughts 
about doing a painting which is only text in a word bal­
loon, which he relates to Art and Language and other 
conceptual art movement idioms. This word picture has 
an odd scale, implied scene, and role of text. Borrow­
ings from other artists in this work are explicit. The 
tabouret, under the phone, is a stock item in Matisse 
studio depictions, especially in his Nasturt.iums and the 
''Dance" I, 1912. The oversized covered pot by the couch 
is similar to Matisse's Pewterjug, 1916-17, and the balu­
strade element on the far right is a fragment of Léger's 
The Baluster, 1926. 

Artist's Studio, the "Dance," 1974 (frontispiece), is 
closely related to Matisse's Still Life with the ''Dance," 
1909, except the Matisse image is now further cropped. 
Lichtenstein then adds Sausalito-style stilllife elements 
(Chianti bottle and driftwood) and a detail of one of his 
own paintings, Sound of Music, 1964, whose window 
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Artlst's Studio/A Still Life. 1973. 
Oil and magna on canvas, 60 x 74". 
Collection Mr. and Mrs. David A. Wingate, New York. 
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Artist 's Studio, Look Mickey. 1973. 
Oil and magna on canvas, 96 x 128". 
Private collection. 
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Look Mickey. 1961. 
Oil on canvas, 48 x 69". 
Private collection. 

frame relates to the rectangular framing elements of the 
original Matisse while also providing, no doubt, the tune 
for the dancers. The small blank-looking rectangular 
element in the upper right-hand comer began, in the 
original drawing for the painting, as an image of a tea 
cup but evolved into something closer to a painting by 
Josef Albers. 

Artist's Studio with Model, 1974, contains specific ref­
erences to Lichtenstein's metal Explosions and two Still 
Life apples with a more general indication of an Entabla­
ture painting and a grapefruit Still Life. The . abstract 
painting in the right-hand comer develops a new kind of 
independent painting, before the fact. This image and a 
related image in the center ofArtist's Studio, Foot Medi­
cation prefigure the third panels of Portrait Triptych, 
Cow TnjJtych, and the later 1975 Abstractions. Refer­
ences to Matisse include the vase from his Sculpture 
and Persian V ase, 1908, and the drawing image from his 
Veiled Woman, 1942. The Lichtenstein version places 
consciously large-scale emphasis on Matisse's continu­
ous line drawing technique, with the zigzag mouth and 
the silly looping wrist ruffle. The standing model is an 
American fashion model of the 1960s and '70s who then 
becomes "Matissified" in the drawing, not unlike many 
cartoons of an artist painting directly from the posed 
figure but translating the form into a stylized or virtually 
nonobjective composition on the canvas. Lichtenstein's 
depiction of a painting with a man in a hat has no known 
reference. 

Artist's Studio, Foot Medication , 1974, contains a newly 
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Artisl's Studio with Model . 1974. 
Oil and magna on canvas, 96 x 128". 
Private collection. 

imagined painting deriving from his 1962 drawing Foot 
Medication , a new Abstraction, a couch from his 1961 
Couch drawing, closer references to a grape Still Life, 
an edge of his 1964 masterpiece Temple of Apollo (see 
p. 33), and, on the table, a plate of lemons like that in his 
Artist's Studio, the 'Vanee" with a glass of water later 
made into sculpture in 1977. The advertising-image-like 
fragments of the piano and the female head are invent­
ed works. 

In the imagined paintings, and the unidentifiable in­
clusions of the Studios, it is as if the artist is slipping in 
decoys, happily creating a false oeuvre, though less 
elusively than: Richard Hamilton's Pop interiors do. With 
the supposedly large-scale paintings made from known 
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earlier drawings Lichtenstein may be demonstrating that 
these Pop drawings could now be effectively rendered 
in his present style. The specific items of furniture and 
architecture coming from known drawings or paintings 
establish an odd challenge by implying that there would 
be objects in the world like them. The results are literal 
collages of elements whose sense of improvisation con­
tradicts strict relationship to Matisse (who gave every 
appearance of being truthful). Lichtenstein, no doubt, 
found ample compositional reasons for his paintings in 
this group but it is equally apparent that, in his psycho­
logical confrontations with the traditions of the genre, he 
denies by technique and color the romance and per­
sonality of the artist's studio. 
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Artist's Studio, Foot Medication. 1974. 
Oi1 and magna on canvas, 96 x 128". 
Private Collection-James and Gi1da Gour1ay, London. 
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Sailboats 111 1974. 
Oil and magna on canvas, 70 x 80". 
Collection Carter Burden, New York. 

Pink Flowers. 1974. 
Oil and magna on canvas, 80 x 60". 
James Corearan Gallery, Los Angeles. 

SAILBOATS, FLOWERS, CUBIST STILL LIFES, ABSTRACTIONS, STILL LIFES, 1973-75 

78 

T
he compositional tendency ofthis group ofpaint­
ings is a personal balance of an active, disrupted 
pictorial theme with clear surface patterns, col­
ors, and implied and real textures. There are 
differing simultaneous viewpoints and time se­

quences and an unexpectedness of subject and detail. 
The Sailboats have an implied frantically rocking, tip­
ping, shifting motion, as do various other of Lichten­
stein's Cubist works and his 1974-76 Futurist paintings. 
The Sailboats (Lichtenstein's negative thoughts on Lyonel 
Feininger) and Flowers look like ruler-and-compass paint­
ings, with their elements of long bisecting lines, ares, 
and triangles. The rope-ladder image of Sailboats IV, 
1974, will subsequently be combined with at least one 
other ladder source, ]oan Miró's Dog Barking at the 
Moon, 1926, to become a notable element in several of 
Lichtenstein's 1977-79 Surrealist paintings. Contrary to 
his earlier flower paintings (Black Tulips or Flowers in 
Vase, 1961) and his more traditional Still Lifes, 1972-73, 
the present Flower paintings depict origamilike blos­
soms set against fractured zones of color, cross-cutting 
lines, and striping. Pink Flowers, 1974, for example, is a 
particularly modernist looking painting, with crisp edges, 
curious bright color, and with an opened-out feeling 
similar to his 1965 metal sculpture Standing Explosion 
(see p. 150). 

The Cubist Still Lifes, Abstractions, and Still Lifes 
are a large group, numbering 27 works painted be­
tween 1973 and 1975. Divided into two subject groups 
(musical instruments and fruit), the Cubist works look 
like brusque collages. There is an inference of a signifi­
cant jump of viewpoint, and the insertion of more distinct 
close-up sections makes elements which are relatively 
"bigger." Most of the works juxtapose close/far, up/down, 
or in/out. In sorne of the works there is real texture, 
created by the addition of sand to the paint as in Lich­
tenstein's contemporaneous color Entablatures and in 
European Cubist works of 1910- 30. But the scale of 
Lichtenstein's work is antithetical to the primarily inti­
mate and more closely related nature of real Cubism. 
Through his play of arbitrary, subjective areas with few 
illusionist references, there seems to be no particular 
desire to render a true or even an updated version of 
the Cubist movement. Rather, Lichtenstein's paintings 
are, at most .. cubistic and elegant. He intends them to be 
like a decorator's cubism, with plays of pattern and 
color, Harlequin designs, and prismatic dislocations. 
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Cubist Still Life with Vase and Flowers. 1973. 
Oil and magna on canvas, 90 x 60". 
Private collection. 
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Cubist SWJ LiJe. 1974. 
Oil and magna on canvas, 60 x 74". 
Collection Stefan Ed.lis, Chicago. 
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Cubist Still Life with Playing Cards. 1974 Oil and magna on canvas, 96 x 60". 
Private collection. 
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Still Life. 1964. 
Magna on plexiglass, 48 x 60". 
Collection Mr. and Mrs. Leo Castelli, New York. 

If there are sources for this evolution, they are in the 
works of Léger and more especially Juan Gris, instead 
of the Cubism of Picasso and Georges Braque. Gris's 
inventive unpredictable subjects and highly finished 
decisive-looking renderings interest Lichtenstein. The 
Spanish artist's La Chope de biere et les cartes a jouer, 
1913, contains compositional aspects of added paper 
collage and six vertical stripes radically slipped up or 

· down or away from each other which help explain the 
setting of Lichtenstein 's otherwise independent four­
painting group of 1973- 75 imagistic Still Lifes. 

Lichtenstein's other contemporary group of four Ab­
stractions (see the studies for two Abstractions and 
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Abstraction, both 1975) are like the final panels of the 
Portrait Tn'ptych or Cow Triptych or the details of sorne 
of the Studio paintings where a strange Constructivist or 
skewed de Stijl ordering takes place, with raking angles 
which then mix and match ideas coming from his Non­
Objective 1 and JI, Cubist wood grains, Entablature seg­
ments, and peculiar colors. Though called Abstractions, 
these works for Lichtenstein are (with the possible ex­
ception ofhis 1957-61 paintings; see.Abstraction , 1960) 
no more or less abstract than any of the other things he 
has done. He has applied the title to dictate ideas of 
apparent subjectlessness. 
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Still Life with Clock and Roses. 1975. 
Oil and magna on canvas, 60 x 48". 
Marvin Ross Friedman & Co., Miami. 
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Cubist Still Life. 1974. 
Oil, magna, and metallic paint, with sand, on canvas, 30 x 36". 
Prívate collection. 
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Cubist Still Life. 1974. 
Magna on canvas, 90 x 68". 
Collection Mr. and Mrs. Donald B. Marron, New York. 
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75 70". Abstrae/ion. 19 ir paint on canvas, 48 x Magna and meta IC 

Galerie Beye1er, Basel. 

Non-Objeetive J. 1964. x 48". 
Magna on canvas, 56 m· 

1 desmuseu · Hessisches an St .. her Darmstadt. Collection Kar1 ro , 
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Abstrae/ion. 1960. 70Y4". 
Oi1 on canvas, 48 x 
Private colleclion. 
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Abstractions. 1975. sheet: ll ' '/ts x 9" . 

Studies for two d pencil on paper, 
Graphité and colore Private collectlon. 
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PURIST STILL LIFES, 1975-76 

fter the disordering tactics of the previ­
ous Cubist works, Lichtenstein restored a 
sense of horizontal and vertical, contigu­
ous picture-plane, and object outline in 
his Purist paintings. The prirnary subject 

in these works is vessels, depicted in a schematic but 
complete. way, their openings and bases set parallel to 
the picture plane. Lichtenstein takes what he considers 
the more "interesting" stylizations and subject details from 
works by Charles-Édouard Jeanneret (Le Corbusier), 
Amédée Ozenfant, and Léger of the '20s, then works 
a free-style, less salid, and less cautious recombination of 
elements, mixed with his own previous Still Life andEn­
tablature compositions. As Lichtenstein adapts the ob­
jects and format to his own idiom, the forms become 
larger, less finely detailed or elegant. The coloring is 
notably altered and the works evolve to points where 
there is little actual relationship to comparable subjects 
in historical Purism. He fills in or drops out segments, 
outlines, and overlapping zones. The overlapping and 
manipulation of certain areas stresses the idea of trans­
parency. The striping and the firm interior lines and color 
zones become the graphic precursors ofthe artist's 1977 
bronze see-through sculptures of cups, bowls, glasses, 
and fish tanks. 

In painting, the artist has noted, his space is that dis­
tanqe between himself and the can vas and it is left to the 
viewer to supply anything more. With a shifting sense of 
what might be in front, the view must resort to the folk or 
naive art pattern cif .hiera tic perspective: things at the 
bottom of the picture are in tended to be understood as 
closer than things placed at the top. In this group of ll 
Purist works the secondary clue to visual spatial im­
pression is provided by placement and types of colors, 
the size and shape of planar zones, and stripes and 
Benday dots. The palette is expanded toa pastel range 
of blues, greens, and purples set against more saturated 
but equally unmodulated blues, blacks, grays, greens, 
and yellows. The differing speeds at which these colors 
strike the eye crea te the sense of spatial prominence or 
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recession. The compositions are held in check by net­
works of curves and profile elements, looking as if they 
are molding forms or jigs. Lichtenstein is here making 
an esoteric mechanical drawing, in a new style, of plan 
and elevation, with odd centerings and oblique sections. 
This sense of explicit boundary lines thickly and widely 
drawn is another feature contrary to historical Purist 
painting, where the color zones were most often just 
side by side. 

Purist Painting in Green, 1975, is the most machinelike 
composition, with associations to his l950s electrical dia­
gram works and to the eccentric paintings and drawings 
of Morton L. Schamberg and Francis Picabia. Despite 
every indication that it is a still life, with the guitar 
shape and the tuning pin, its dark green background 
flattens the composition, and the geometric units look 
distinctly mechanical. The white circle at the top also 
brings to mind Lichtenstein's 1964 Fistol banner, looking 
down a gun barrel. Purist Painting with Pitcher, Glass, 
Column, 1975, demonstrates a composition with clear 
units of color, striping, and line. Outlines and forms are 
established by where and how things abut, regardless 
of their spatial intentions, achieving an even spread of 
design with occasional peculiar elements. Purist Stzll 
Lzfe, 1975, is another free variant, in this case perhaps 
influenced by Ozenfant's Composition , 1920, and Jean­
neret's Still Life, 1920, plus added elements from outside 
recognized Purist style. 

Historical Purism, with its firm laws of composition, 
exuded a post-Cubist sense of controlling reason anda 
totalitarian industrial aesthetic, avoiding narration and 
iconography in attempts at neoplastic, concrete art. In 
real terms there was not much that Ozenfant and the 
others could do with bottles, guitars, glasses, spheres, 
and cubes in still life. Such works, however, provided 
Lichtenstein with an opportunity to use Purist codifica­
tions for what appear to be his own picture-planning 
reasons. It is not evident that he chose the style for 
aesthetic validation or sardonic editorials. 
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Punst Painting with Pitcher, Glass, Column. 1975. 
Oil and magna on canvas, 60 x 40". 
Co_llection Mr. and Mrs. Leo Castelli, New York 
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Pisto] 1964. 
Felt, 82 X 49". 
Edition of twenty. 
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Purist Painúng wilh Dice. 1975. 
Oi1 and magna on canvas, 20 x 16". 
Ga1erie Aronowitsch, Stockho1m. 
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Purist Painting in Creen. 1975. 
Oil and magna on canvas, 36 x 30". 
Private collection. 
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Purist Still Life. 1975. 
Oil and magna on canvas, 70 x 80". 
Private collection. 
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Purist Painting with BotUes. 1975. 
Oil and magna on canvas, 80 x 40". 
Wolverhampton Art Gallery and Museums, Wolverhampton, England. 
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Red Horseman . 1974. 
Oil and magna on canvas, 84 x 112". 
Museum Moderner Kunst, Vienna; Ludwig Collection, Aachen. 

FUTURISM, 197 4-76 

f the dozen works in this stylistic suite, Red 
Horseman, 1974, is not only the first, but it 
is also the largest and most unexpected. In 
a surprising and risky fashion, Lichtenstein 
expropriates a subject from Carla Carra 

and endeavors to "complete" the project, making the 
painting that the ltalian Futurist did not. The source is 
Carra's 1913 ink and watercolor The Red Horseman. 
The new result is a graphically coded, heroically sca1ed 
work in red, yellow, blue, and b1ack, moving well beyond 
any expectations established by the more painterly Carra 
waterco1or. Lichtenstein's Red Horseman is the set piece 
and a primary key to his aspirations for the second ha1f 
of the decade, and it estab1ishes the farthest edge of his 
blatant use of specific known works in art history. 

There are, also, illustrations of early Futurist works 
which serve as the starting points for an unusually large 
number ofthe other Lichtenstein Futurist paintings. Vor­
tex and Eclipse of the Sun 1 and JI, all 1975, ¡:;hou1d be 
re1ated to Giacomo Balla's Mercury Passing Befare the 
Sun asSeen Through a Telescope, 1914. TheAtom, 1975, 
may be a mix of Balla with feelings from the Orphism of 
Robert Delaunay and Frank Kupka. The hands of the 
vio1inist and an entab1ature behind of Balla's Rhythm of 
the Violinist,l912, set the theme for Lichtenstein's The 

· Violinist, 1975. The vio1in is isolated in Lichtenstein's The 
Violin , 1976. Planes of a Lamp, 1976, evolves from Ar­
dengo Soffici's Decomposition of the Planes of a Lamp, 
1912, though now deflated, since the Lichtenstein has, 
by design, little to do with the dynamism of light. Horse 
and Rider, 1976, is an apparent segment relating to the 
Red Horseman theme. The Conductor, 1975, is more like 
an animated Lichtenstein Modern Head scu1pture of 
1969. 

Gino Severini'sSelf-Portrait, 1912, is the specific source 
for the Lichtenstein $elf-Portrait, 1976. While contempo-

- rary Cubist portraits seem assertive and original, for 
examp1e, Gris'sPortraitofPicasso, 1912, or Picasso's The 
Poet, 1912, Severini's portrait looks underrealized in Fu­
turist terms. The Lichtenstein se1f-portraits, the first so 
titled, bring the viewer to the brink of confusion asto the 
artist's intentions. They can be viewed, on the one hand, 
as self-portraits of Lichtenstein but in a historica1 stylistic 
mode. On the other hand, they may be replicas of the 
Severini, that is "portraits" of another artist's se1f-portrait. 

If Lichtenstein is making his own portrait, however e1u­
sive1y, he has seemingly abrogated his artistic personality 
and the uniqueness of his representation. If the works 
are Lichtenstein's renderings of Severini's visions of him­
se1f, one sees the artist's commentary about a Futurist so 
engrossed in stylistic nomenclature that the expected 
format of self-portraiture is cast into a straight jacket. 
One wou1d think that Futurist portraiture should incor­
porate representative action or sorne kind of anthropo­
morphic machine, instead of being formally geometric 
and prisma tic. These issues and answers are not mutual­
ly exclusive and Lichtenstein is secure in the ambiguities 
he creates. 

The Red Horseman and subsequent Futurist works are 
based on conceptually loaded and intentionally contra­
dictory principies of composition and theme, politics and 
history. Lichtenstein negates the dynamics of the sub­
ject by stabilizing the parts, putting the horse and rider 
in a net of lines anchored to the picture frame, clari­
fying the tones, and deromanticizing the bravura ltalian 
Futurist ethos. This and the other compositions are, like 
stroboscopic animations, closer to superimposed, quan­
tified, Eadweard Muybridge photographs. Lichtenstein 
acknowledges that the choice of Futurism as a theme 
allowed him to highlight the pretentious manifestos of 
the anarchistic Futurists; under1ying his choice is the 
irony that this hitherto avant-garde movement became, 
in the 1920s and '30s, the official state art under Mussolini. 
The implied but unanswered question remains: what is 
it about abso1utism in new art and its visionary search 
for the art of the Future which cou1d result in such a 
politicization of its goa1s? The apolitica1 Lichtenstein, 
however, contradicts this by defusing the subject matter. 
His futuristic images are not the charged ones of speed­
ing cars, exp1osions, war, or airplanes, although just 
such things were the subjects in his Pop paintings. 
The forms are not disso1ved by motion but, rather, are 
salid, traditiona1 depictions of musicians, conductors, 
violins, self-portraits, horses, a mute 1amp, and a bit of 
scientific lore in the eclipse and atom paintings. The 
general effect is a logical evolution of 1950s atomic-age 
modern and Lichtenstein's Art Deco and Cubist works. 
Whereas his Cubist and Sai1boat paintings attempted 
the effect of imagistic motion, Lichtenstein, in a reverse 
twist, systematizes Futurism. 
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The Atom. 1975. 
Oil and magna on canvas, 42 x 36". 
Prívate collection. 

Planes of a Lamp. 1976. 
Oil and magna on canvas, 42 x 36". 
Prívate collection. 
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Edipse of the Sun JI. 1975. 
Oil and magna on canvas, 70 x 54". 
Private collection. 
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Self-Portrai t JI. 1976. 
Oil and magna on canvas, 70 x 54". 
Collection Paul and Diane Waldman, New York. 
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self-Portrait. \91 6· \las l\Z ')( 36" . 
. 

Oil ancl. magna on e~~ Robett snoenbetQ. St. 1.Jouls. 
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OFFICE STILL LIFES, 1976 

ffered as what we would think to be an 
artist's idea of a business environment, these 
so-called Office Still Lifes have, in fact, no 
more to do with office interiors and activity 
than Lichtenstein's Red Barns, 1969 and 1971, 

had to do with farms and farming. The ten paintings in 
this suite evolved from a series of purposefully "dry" 
drawings in blue fountain-pen ink and graphite. For the 
first time it is the artist's drawing medium which has set 
the rendering technique and palette for subsequent 
paintings (see study for Still Llfe with Table Lamp, 1976). 
The broad, fat-nibbed pen lines became the dominant 
diagonal striping in the paintings. The light translucent 
ink set the lower tonal values and the shiny graphite was 
approximated by metallic gray paint. Containing details 
apparently expropriated from newspaper ads and office­
supply catalogues: dossiers, cashboxes, folding chairs, 
files, drafting lamps, attaché cases, and paper rolls, the 
compositions are clearly invented and have little to do 
with preexisting art. In such works as Still L1fe with Table 
Lamp and Still Life with Folded Sheets, both 1976, these 
objects are placed on table tops in curious settings, 
isolated fragments with windows opened strangely to 
blackness, dressing-room or high-school lockers, or 
hotel-like formats, all hauntingly empty ofpeople, a step 
beyond Edward Hopper. 

Lichtenstein is pushing the planar graphic system 
here toan absurd point following his 1972-74 Still Lifes 
and the 1975 Purist paintings, replacing most reflection 
or shadow with diagonal striping as the halftone. Only 
Still Life with Coffee Pot, 1976, has a real indicated 
shadow, its light source the conversely black window. 
The paint application enhances the unreality with a 
shiny metallic gray set against magna and oil blacks, 
greens, blues, white, and touches of pastel yellow. The 
painted linear elements interconnect and there is a 
surface-oriented stenciled feel, ora dot-to-dot look. The 
lines of one form continue in the same color to a form 
supposedly behind or in front of it. The darker colors 
create the spatial implications. The clear mechanical 
composing of color zones is balanced against larger 
areas of striping and the tipped-up imagery. The attri­
butes of the horizontal and vertical painting planes are 
made through the explicit geometry of the portrayed 
rectilinear objects. Sqüare or round tables are schema-
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tized to have no more than two perpendicular legs, 
whose colors then connect onto renderings of the table 
top and the window frame behind, the chair, or the 
drape. 

The portrayed objects themselves are styleless and 
neutral, looking like military or government surplus. It is 
amusing to think of these paintings as being in tended to 
hang in homes, offices, and museums. As such they 
would be modern paintings speaking to our cultural 
work routine and artifacts. In a corporate collection 
these wry, elegant but static paintings would be desig­
nated "work" scenes placed in environments which are 
conversely many times more active, changing, and plush. 

The fabricated quality of these paintings and draw­
ings bears a direct relationship to Lichtenstein's sculp­
tures, which began either at the same time or only 
shortly thereafter. The table from StJll Life with Table 
Lamp, 1976, for example, became the table plan for an 
early maquette for the as yet unexecuted sculpture 
"Pitcher, Grapefruit, and Lemon on Table." The Luxo­
type drafting lamp in Still L1fe with Lamp, 1976, with its 
cast light, recurs in the bronze Lamp on Table, 1977 
(see p. 159), and the floating light sources of Lamp 1 and 
JI, 1977 (see p. 158). The glass on the left in Still Lite 
with Beads, 1976, plus the earlier Glass and Lemon 
Befare a Mirror (see p. 46), and various of the Matisse­
based Still Lifes established the later bronze glass styles. 
The coinciding of firm outlines in the Office Still Lifes, 
the increased use of individual objects, and the new ex­
tension and manipulation of diagonal striping are compo­
sitional devices transferrable to sculpture. 

An elusive attitude occupies the Office paintings, in 
contrast to the implied familiarity of the furniture and 
other components. Lichtenstein is again giving us clear 
codes for papers, books, boxes, and windows. Blit in Still 
Lite with Beads and StJll Lite with Lamp additional the­
matic curiosities occur. In the former, the beads are an 
unexpected inclusion for such a stilllife arrangement. In 
the latter, the light is on, the files are open, a lunch sack 
seems momentarily abandoned, and the door to the left 
is ajar, as if something has happened. All the Office Still 
Lifes have sensed but unseen quotients, thus making 
them a culminating point where the implied · surreal 
qualities of his work between 1972 and 1976 achieve 
final preparation for his next majar series: Surrealism. 
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Still Life with Folded Sheets. 1976. 
Oil and magna on canvas, 70 x 50". 
Collection Sydney and Frances Lewis Foundation, Richmond. 
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Study for Still Life with Table Lamp. 1976. 
Graphite, co1ored pencil, inks, and collage on paper, sheet: 12% x 10W'; image: 4% x 3%". 
Private collection. 
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Still Life with Table Lamp. 1976. 
Oil and magna on canvas, 74 x 54". 
Private collection. 
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Still Life with Oil and m Beads. 1976 
p · agna o · nvate collectio~ canvas, 50 x 60". 

106 
Fundación Juan March



Still Life with Lamp. 1976. 
Oil and magna on canvas, 54 x 74". 
Collection Richard Gray, Chicago. 
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Reclining Nude. 1977. 
Oil and magna on canvas, 84 x 120". 
Private collection. 
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SURREALISM, 1977-79 

s art writers of the late 1960s and early 
'70s were faced with Lichtenstein's quiet 
evasions or disjunctions they, rightly or 
wrongly, called these qualities Surreal­
ist. In 1977 the artist compounded the 

issue and began his own "official" Surrealism, resulting 
in a significant body ofwork which eventually totalled 49 
paintings and ten hybrid American Indian!Surrealist sub­
jects. His earlier works were inferential, but the new 
works are overt and heighten, rather than resolve, the 
question of the role of historical Surrealism in Lichten­
stein's oeuvre. 

Lichtenstein here invents a visionary new cartoon 
style, almost wordless and self-c;onsciously narrative, 
with zany but disturbing characters that rivet the view­
er's attention through eyes that stare out. These works 
are types of freeform collective memory with a dramatis 
personae of stick, curvilinear, wood-block, mirror, and 
odd lip-eye-hair figures, keyed to preexistent Lichten­
stein paintings and the pervasive influence of Picasso. 
Other references include Magritte, Henry Moore, Bar­
bara Hepworth, Jean Arp, Yves Tanguy, Ernst, Miró, 
and Joseph Cornell. 

Breton, the Surrealist poet and spokesperson, charac­
terized the movement as one portraying the pure state 
of dreaming. Properly taken, this stance excludes Lich­
tenstein, despite overtones in his work that make the 
viewer think of historical Surrealism. Lichtenstein, rath­
er, takes stylistic and subject elements and modifies 
them into a kind of surrealistic slang. He becomes in­
volved in composite-scale tableaux with a rich dialogue 
of forms-all intuitively modified and released from their 
nominal sources. The forms assume new roles: for ex­
ample, his 1968 Brushstrokes function in 1977 as clouds, 
hair becomes legs, the earlier Pop comic eyes become 
heads, and mouths double as genitalia as they do in 
many Picasso works. In his shallow pictorial space, Lich­
tenstein's inanimate forms become animate with sharp 
sources of light and shadow, and each painting be comes 
a tableau vivant. 

In these Smrealist paintings the sophisticated use of 
details from his previous works reaches the point 
where Lichtenstein makes even his original works pre­
tend to be copies. One can identify sources and colors 
or document the compositional reuse, but one still won­
ders about the implications and the artist's private inten­
tions. It is clear, however, that the artist is contrasting his 
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Woman with Flowered Hat. 1963. 
Magna on canvas, 50 x 40". 
Collection Mr. and Mrs. S. I. Newhouse, jr. , New York. 

Girl with Beach Ball/1. 1977. 
Oi1 and magna on canvas, 60 x 50". 
Private collection. 
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Female Head. 1977. 
Oi1 and magna on canvas, 60 x 50". 
Collection Michae1 Rea, Washington, D.C. 

Girl with Ball. 1961. 
Oi1 on canvas, 60 Y4 x 36W'. 
Collection Philip johnson. 
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Figure with Trylon and Perisphere. 1977. 
Oil and magna on canvas, 42 x 50". 
Collection Mr. and Mrs. Michael Klebanoff, New York. 

generalized, visual version of Surrealism as seen in his 
1970s work, with his 1960s oeuvre and with Surrealism of 
the 1920s- 40s. During the late 1940s and early '50s, 
Lichtenstein was responding to Miró and Paul Klee as 
he developed in the midst of European Surrealism's 
dramatic effect on New York artists. Arshile Gorky, 
Willem de Kooning, Jackson Pollock, Mark Rothko, and 
others of the first generation of New York Abstract 
Expressionists had related concerns. Surrealism for Lich­
tenstein is therefore self-referential, a majar formative 
nutrient. In objectifying his fantasies and sources in his 
1970s Surrealism he is now meeting his mentan;; head 
on, allowing the past and his debts to be recognized. 

The new works are executed in strong bright colors 
with explicit line, form, and mixtures of striping, Benday 
dots, and wood grain. There is a complex experimental 
feeling of balance, overlaid by the imagery and the 
nominal "subject" or anecdote. Residual tensions and 
suggestions of adventure emerge as the works are sorne­
times awkward in their unassimilated mixes. Included 
are vestiges of his Pop comic works, Brushstrokes, Tem­
ples, Pyramids, Mirrors, Entablatures, Landscapes, Still 
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Lifes, Trompe l'Oeils, Office Still Lifes, and Abstractions, 
and minar references to yet other works. Having devel­
oped style, technical expertise, and malleability in the 
intended rendering and communication between 1970 

Study for Figure with Trylon and Perisphere, 
other studies. 1977. 
Graphite and co1ored pencil on paper, sheet: 81:Y1s x 7%". 
Private collection. 

and 1977, Lichtenstein now combines all these skills in a 
virtuosic display. 

While his Surrealist paintings are all intricately linked 
to each other, there are five broad subject groups: 
single female figures, conversations, self-portraits/por­
traits, independent single figures, and multiple-figure 
"boy-meets-girl" compositions. The earliest Surrealist 
painting is Lichtenstein's Female Figure, 1977, with its 
cascade of hair flowing up and over a nude torso, de­
manding comparison to Magritte's two paintings, The 
Rape, 1934 aild 1945. Girl with Beach Ball/1 and Frolic, 
both 1977, signal Lichtenstein's move to the more domi­
nant source, continued influence, and multiple-face ren­
derings of Picasso. The bather, beach ball, and cabana 
are found in Picasso'sBatherwithBeachBall, 1932, mixed 
with Lichtenstein's Girl with Ball, 1961. Girl with Tear 1 is 
a circular Pop cartoon eye, like a tondo Mirror, held up 
by a tear and a wave of hair, set on an open plain, where 
Tanguy-like outcroppings cast long shadows. This work 
is the first composition reminiscent of Salvador Dali, and 
it is followed by three related paintings,.Girl with Tear JI 
and 111 and Figure with Trylon and Perisphere, all 1977. 
In these and other works, we are reminded that Lich­
tenstein paints canvases on a rotating easel, spinning 
them around, upside down, sideways. Now the images 
themselves are set horizontally as well as vertically. 
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Woman wi th Flower. 1978. 
Oil and magna on canvas, lOO x 44". 
Collection Mr. and Mrs. Richard T. Fisher, St. Louis. 
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Nerts. 1978. 
Oil and magna on canvas, 75 x 44". 
Private collection, San Francisco. 
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Girl wilh Tear 111. 1977. 
Oil and magna on canvas, 46 x 40". 
Private collection. 
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Studies for Untitled Composition and Sitllng Pretty. 1978. 
Graphite and co1ored penci1 on paper, sheet: 10Va x 7Va". 
Private collection. 

Mirror sculptures, Mirror paintings, broken mirrors, and 
eye forms become autographic elements in the portraits 
and the multifigured compositions. Like Magritte's The 
False Mirror, 1928, and Ernst's Histoire naturelle, 1926, 
Lichtenstein's l960s comic eye images are, under the cir­
cumstances, too good and too loaded not to be revived. 

What are · here called conversation paintings begin 
with Nude on Beach, 1977, where a biomorphic perfo­
rated shape is contrasted with an angular perforated 
block (Swiss cheese). This initiates almost a dozen works 
where the ártist, in a nonerotic way, responds to notions 
of stereotyped sex forms. He contrasts humorous, oddly 
drawn, purported female attributes (curvilinear, passive) 
with purported male attributes (angular, active). Two 
Figures, 1977 (see study), broadens the types to evolve a 
many-pointed star-man on the left, like a walking Kurt 

Study for Two Figures. 1977. 
Graphite and co1ored penci1 on paper, 
sheet: 5V4 x 5%", image: 1% x 2%". 
Private collection. 

Schwitters Merzbau, 1925, and on the right a female eye, 
blond wave, and standing lips reminding us of the lips in 
Man Ray's A l'heure de J'observatoire: les amoureux, 
1932-34. The utter improbability and silliness of the 
juxtapositions in works like Two Figures are at first 
uningratiating, but the statement nevertheless remains 
in the viewer's subconscious. Precedents for Lichten­
stein's constructed star-man include Ernst's Two Am­
biguous Figures, 1919-20; Picasso's An Anatomy, 1933; 
or Giorgio de Chirico'sjewish Angel, 1916. Both curvi­
linear and spiky figures recall Picasso's l930s paintings 
as well as Miró's and any number of so-called a u toma tic 
Surrealist drawings. Casually taken for granted, though 
it should not be, is the fact that Lichtenstein actually 
dafed to produce canvases such as Two Figures. His 
assertive unconventionality is a direct challenge to exist­
ing criteria and vocabulary. One can apply a variety of 
snappy adjectives but works like these remain unac­
commodating, unrepentant. Gone is the European old­
master patina of historical Surrealism. What are presented 
instead are high-color, pared-down, bilateral, or com­
positionally distinct puzzles. They are studies in oppo­
sites and not just formal ones. Lichtenstein remains ob­
sessed with constructing fresh new "equivalences" of 
meaning, composition, symbol, and technique, and chang­
ing our perceptual habits. 

The Conversation, 1977, portrays shapes seemingly in 
dialogue, the soft form facing the hard form. The curvi­
linear element makes a cute profile on its right edge 
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The Conversation. 1977. 
Magna on canvas, 36 x 50". 
Private collection. 

and a long-nosed animal or apparition on its left, both 
served by a common eye. This Janus-type head is set 
opposite a wood-block head, cleverly but abruptly as­
sembled. lnterior, 1977, establishes a scheme of a multi­
purpose dressing-stand mirror, female or viewer on the 
left, and a sharp-edged form on the right. Mirrors are 
common elements in this range of Lichtenstein's Surreal­
ist works. As a type, they play conflicting, enigmatic 
roles, while referring back, formally and editorially, to 
the issues of previous Mirror and Pop paintings. There 
are two Surrealist portraits, one self-portrait, and one. 
double portrait. Three of the four contain mirrors where 
heads should be. Self-Portrait, 1978, elicits conflicting 
opinions. The traditional way an artist produces a self­
portrait is to look in a mirror for the subject and details. 
Lichtenstein goes only halfway, that is, we get to see the 
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mirror, which he chooses to depict, but not the reflected 
image. We see only the illustrated shimmer of light. 
Beyond this point interpretation is open: a blank put­
down of our expectations, a metaphor of an artist being 
a reflection of his time, and even a playful reference to 
vampires which, as every horror film devotee knows, 
cast no reflection. This work is reminiscent of a group of 
enigma tic portraits by Magritte, of which The Pleasure 
Principie, 1937, is the closest, as the sitter's head is 
dematerialized by a radiant burst of light. Others in­
elude Magritte's The Great War, 1964, where the sub­
ject's eyes, nose, and mouth are blocked out by an 
apple; and The Idea, 1966, where a fruit hovers just 
above a headless business suit, shirt, and tie. Lichten­
stein's Portrait, 1977, has a female hair style swirling 
around a rectangular mirror set above several looping 
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Studies for Figures in Landscape and The Conversation . 1977. 
Graphite, colored pencil, and collage on paper, sheet: 12 Va x 9". 
Private collection. 

Fundación Juan March



Go for Baroque. 1979. 
Oi1 and magna on canvas, 107 x 167". 
The Jeffrey H. Loria Collection, New York. 
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circle lines. The black sky behind lends an unreal qual­
ity. Another Portrait, also 1977 (see study), depicts 
men's business clothes, but for a head Lichtenstein sub­
stitutes a floating yellow Swiss cheese shape, in admit­
ted reference to his 1962 Cheese painting. Stepping Out, 
1978, combines the characteristic items ofthe long, yellow 
hair wave, the rectangular mirror head, the vertical eye 
and floating lips with an adaptation of the seated male 
figure in Léger's La Partie de campagne, 1954, a source 
which may also account for the color swipe across the 
man's face. 

Lichtenstein's multifigured compositions use elements 
from all his works. Disembodied details are lifted from 
their original formats, rearranged, and introduced into 
eight large-scale paintings, whose compositions are con­
trary to academic and even sorne vanguard principies. 
The results are intentionally mural-like, the size of the 
paintings and the elements controlling significant space, 
but their profuse details do not foster a sense of archi­
tectural compatibility. Rather, they are like a freeform 
medley of opera tic finales, where all the characters are 
back on stage episodically shifting from theme to theme, 
role to role, with functions of items known and trusted in 
one context now reinvested in new vignettes. On the 
one hand, these major works are Lichtenstein's updated 
Studio paintings. On the other, these original, accumula­
tive paintings are the artist's response to other known 
large tableaux, like Léger's Three Women, 1921, or 
Picasso'sGuemica, 1937, and TheChameJHouse, 1944-45. 

These works are made possible in part by Lichten­
stein's invention of newly individual, nontopical species 
of forms which can have multiple uses. The artist, un­
constrained by time, place, technique, or conventional 
belief in the necessity for linear stylistic evolution, sub­
verts our classical orders by his free choice. Mixes of 
forms denoted as masculine and feminine create anec­
dotal and literary rationales for contrasts of hard and 
soft, open and closed, hot and cold, plus a range of false · 
opposites which weave the compositions and messages 
together. 

The Surrealist drawings are the closest Lichtenstein 
publicly gets to stream-of-consciousness doodling. Odd 
shapes emerge in this group as Lichtenstein invents his 
varied vocabulary, and it is the drawings which help fix 
the forms. The larger sheets of multiple images seem 
intuitively composed, as the sketches visually float about 
on the page with the bigger compositions set beside 
smaller format painting sketches, with no academic con­
cern for literal balance. What equivalence there is de­
rives from the relative importance of the subjects, color 
uses, and interest in the forms. 
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Seif-Portrait. 1978. 

Oil and magna on canvas, 70 x 54". 

Private collection. 
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Porlrait. 1977. 
Oil and magna on canvas, 48 x 42". 
Private collection. 
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Study for Portrait. 1977. 
Graphite and co1ored pencil on paper, 
sheet: 6o/1s x 5Vz''; image: 3Ya x 2:Y4". 
Private collection. 

Portrait study. 1978. 
Graphite and colored pencil on paper, 
sheet: 5Yz x 7o/Js"; image: 3Y4 x 3". 
Private collection. 

Cheese. 1962. 
Oil on canvas, 40 .x 40". 
Collection Todd Brassner, New York. 
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Stepping Out. 1978. Oil and magna on canvas, 86 x 70". The Metropolitan Museum of Art. New York. 
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Razzmatazz. 1978. 
Oi1 and magna on canvas, 96 x 128". 
Collection Graham Gund, Boston. 
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Pow Wow. 1979. 
Oil and magna on canvas, 96 x 120". 
Mitte1rheinisches Landesmuseum, Mainz; 
Ludwig Collection, Aachen. 

AMERIND/SURREAL, 1979 

merican Indian designs are often based 
on "dream revelations," sin ce aspects of 
Indian arts play powerful symbolic roles 
in sacred ceremonies, and the works have 
a clear stylization in which forms and pic­

tographic elements are flat, with no overlap. In 1951-57 
Lichtenstein's art dealt with the American West and vari­
ous Indian themes. His 1977-79 Surrealist works evolved 
to a formal point close to his earlier Indian themes, 
suggesting ideas perhaps newly stimulated by his l970s 
experiences in Southampton, sin ce there is a neighbor­
ing Shinnecock Indian reservation. Feeling that Indian 
forms establish a historical base for American art (re­
minding him of "primitive" African art's relationship to 
modern Cubist European art), the artist again willfully 
demonstrated in 1979 the dramatic flexibility ofhis style 
and choice by personally reinterpreting these subjects. 
The dream state of ritual Indian art mutually inten?ifies 
his combination with Surrealism. Adding influences of 
Surrealist art, like the l940s pictographs of Adolph Gott­
lieb and the Indian-Surrealist works of Ernst, Lichten­
stein logically combines these loaded issues with a crit­
ica! irony: the nature of contemporary Indian art. The 
ten paintings in this group appear less autographic a!!d 
more like those of an artist impersonating present-day 
American Indian artists who have been removed by 
time and technology from a true sense of their native 
traditions. Lichtenstein refers to the professional Indian 
art programs of the l950s which produced curiously 
over-stylized, almost Art Deco, renderings. He also mixes 
various tribal, geographic, and cultural areas, denying 
meaningful differentiation and using images found in all 
traditional mediums. It is a synthetic amalgamation, the 
list including quill work, beadwork, blankets, Kachinas, 
dance masks, headdresses, murals, sand painting, and 
pottery. One wonders if Lichtenstein is nostalgic for the 
false romance of the noble savage, the independent and 
preindustrial Indian in a world of natural harmony with 
gods and animal forces. There is perhaps an added 
timeliness and social cachet in his statements, consider­
ing that various of Lichtenstein's fellow artists (Tony 
Berlant, Jasper Johns, Don Judd, Frank Stella, Kenneth 
Noland) are well-known collectors of Indian blankets. 

In these paintings, which come out of the Surrealist 
background, there is still an anthropomorphic, imagined 
narrative, with a shrewd mix of differing scales of ob­
jects and reuse of eye and lip forms (e y es being also 
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characteristic elements in Northwest Coast Indian art, 
and lips being a Pop fascination in works by Andy 
Warhol and Wesselmann as well as in de Kooning's 
Abstract Expressionist paintings). The five large-scale 
paintings by Lichtenstein suggest comparison to tradi­
tional murals on the walls of Kivas (ceremonial rooms in 
prehistoric Pueblos) as well as to modern American 
Indian murals. The five smaller paintings are Kachina­
like. All are different from the intentions of the Indian 
source material. Working within the conventions devel­
oped for his Surrealist works Lichtenstein overlaps forms, 
manipulates negatives to produce simultaneous conflict­
ing readings, and injects a residue of humor into the 
high-color paintings. Pow Wow, Composition with Two 
Figures, and especially Two Figures with Teepee, all 
1979, depict a dialogue of both form and composition as 
seen in previous Surrealist works. Lichtenstein's use of 
the grain patternings establishes not only a desired 
halftone but also a fake texture, a sense of construction 
from a do-it-yourself or high-school wood shop, and a 
relationship to Ernst and the visible grain of unpainted 
native American wood sculptures. Indian Composition, 
1979, has two latéral figures set apart with a bisected 
element in the center, which alternates between being 
two profiles or one full face. Head with Braids, 1979, is 
like a plywood portrait of a shaman. 

Lichtenstein has taken the implied meanings of Sur­
realism within our European cultural heritage and mag­
nified them through the ceremonial symbolism of the 
Indian. The explicit results produce paintings that are 
provocative on severallevels, ranging from an appreci­
ation of cultural qualities and the political minority issues 
of today's American Indian movement, to the debased 
Indian motifs in such stereotyped vehicles as Cowboy­
and-Indian movies and the tourist trading-post totem 
pole which Lichtenstein had in his studio in the early 
l960s. 
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Jndian. 1951. 
Oil on canvas, 18 x 24". 
Private collection. 

Face and Feather. 1979. 
Magna on canvas, 36 x 36". 
Private collection. 
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Two Figures with Teepee. 1979. 
Oil and magna on canvas, 70 x 60". 
Collection Mr. and Mrs. Michael Klebanoff, New York. 
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Indian Composition. 1979. 84 x 120". 
Oil and magna on canvas, 
Private collection. 
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Study for lndian Composition . 1979. 
Graphite and colored pencil on paper, sheet 5% x s:w'; image: 3% x 6Y16". 
Private collection. 
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Composjtion wjth Two Fjgures. 1979. 
Oil and magna on canvas, 80 x 70". 
Private collection. 
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Head with Braids. 1979. 
Magna on canvas, 50 x 40". 
Private collection. 
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Forest Scene. 1980. 
Oil and magna on canvas, 96 x 128". 
Private collection, New York. 
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EXPRESSIONISM, BRUSHSTROKES, 
1979-80 

L
ichtenstein's current interest in the Expressionist 
subject derives first from his l950s American 
Indian woodcuts, reactivated by the recent ex­
periences of his 1979-80 American Indian Theme 
prints. The work of Klee and the original wood­

cuts and paintings ofthe German Expressionists, 1906- 20, 
are also sources which the artist now amalgamates into 
his new, more generalized style. He has taken his 1979-80 
American Indian designs and mutated them into a nom­
inal expressionism, pulling the Indian designs away from 
their highly developed symbolism. The dot-to-dot-like 
angularity heightens the montage of striping, grain, and 
color zones but the paintings seem technicallymore late 
Cubist than German Expressionist with their lack of 
linear variation, surface treatment, and color modula­
tion. During the experimental phase of this new period, 
Lichtenstein wanted to open out the brushstroke to make 
the works painterly, consistent with the usual expres­
sionist criterion that such work display literal surface 
attack with the loaded brush. But the brush marks seemed 
contrived or too much in conflict with his other visual 
intentions and were not used. Rather, they were re­
served for later use beginning in 1980, becoming an 
independent group, offered by Lichtenstein as the cor­
rected definition of the artist's initial intentions concern­
ing his Pop Brushstrokes, 1965-69. 

The present Expressionist works portray heads, fig­
ures, and animals in landscape, and several posed nudes, 
subjects common to German Expressionist woodcuts 
and paintings. The first painting of the suite is titled 
Despair, 1979, and its upturned face with open mouth is 
his only post-Pop rendering of excessive emotion in a 
mechanical style. Subsequent works in 1979 and 1980, 
including the unusual paintings The Prisoner, 1980, and 
Deep in Thought, 1980, are more mute. Such portrayals· 
are almost coincident with the old academic painting 
exercise called tete d'expression , in which a student 
was obliged to convey complex emotions in a painted 
subject head. Themes like Trust, Fear, Resignation were 
common, and Lichtenstein's Tension , 1964, and Girl with 
Hair Ribbon, 1965, seem appropriate earlier compari­
sons to the format. 

Lichtenstein finds it easy to get certain kinds of mean­
ings into a painting through facial expressions or attitudes 
of the body. But his primary concern is to portray 
things the way they strike him. He credits the choice of 
these aspects not to intelligence but to a peculiar way of 
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Tension. 1964. 
Oil and magna on canvas, 68 x 68". 
Collection Mr. and Mrs. Maree! Boulois, Paris. 

Woman with Trees. 1979. 
Oil and magna on canvas, 50 x 40". 
Prívate collection. 
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Head with Monocle. 1980. 
Oil and magna on canvas, 36 x 30". 
Private collection. 

thinking, which is not better or worse, only slightly dif­
ferent. As he sees things in another way, the importance 
of this activity for him rests in making an interesting 
statement. The Expressionist heads attracted the artíst 
beca use he saw in them a possibility for more variations. 
Since Lichtenstein has no intention ofrendering German 
Expressionism for public consumption, he goes further 
in his constant practice ofmaking a serious thing assume 
a silly-looking result. His work relates to the known style 
only to the point of his acceptance of its constraints as a 
set of formal working clichés. 

In the present works, dots were minimized because 
he felt they did not look sufficiently expressionist, while 
he increased the use of striping and grain as references 
to prevalent aspects of German Expressionist woodcut 
backgrounds. In all, Lichtenstein combines these vari­
ous implications while reusing aspects of his Surrealist 
forms, making them hard and pointed. He brings the 
viewer into a tight, close-up view, with tough, less whim­
sical images ata large scale. The engineer-rule angular­
ity, the variety of striping (of several colors within the 
same composition), the dark palette with strong con­
trasts of reds, blacks, yellows, blues, the feline faces of 
the women, and the African-mask faces of the m en are, 
for Lichtenstein, a new "Black" art. Memories of Karl 
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Landscape with Figures and Sun. 1980. 
Oi1 and magna on canvas, 96 x 120". 
Private collection. 

Schrnidt-Rottluff, Erich Heckel, Franz Marc, Alexey Jaw­
lensky, George Grosz, Otto Dix, Ernst Ludwig Kirchner, 
Max Pechstein, and Max Beckrnann, among the so­
called German Expressionists, can be applied to the 
range of Lichtenstein's paintings. Dr. Waldmann , 1979, 
relates to Dix's Dr. Mayer-Hermann, 1926, or to Grosz. 
Portrait of Woman, 1979, is like a Jawlensky or early 
Lyonel Feininger. Blue Head, 1979, is like Nolde'sProph-

et, 1912. Landscape with Figures and Rainbow, Land­
scape with Figures and Sun, and Forest Scene, all 1980, 
are reminiscent of the aims of Der Blaue Reiter group. 
There is a new concern for surface, with shinier blacks 
and several new colors, and selected areas are ren­
dered in visibly applied and translucent paint. In these 
three paintings he makes closest reference to his original 
intention of literal brushstrokes. 
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Dr. Waldmann . 1979. 
Oil and magna on canvas, 60 x 50". 
Prívate collection. 
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Expressionist Head. 1980. 
Oil and magna on canvas, 70 x 62". 
Private collection, Santa Monica. 
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Study for Portrait of Woman. 1979. 
Graphite and colored pencil on .paper, sheet: 83/Js x 51o/Js"; image: 4% x 3%". 
Private collection. 
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Portrait of Woman . 1979. 
Oil and magna on canvas, 70 x 54". 
Private collection. 
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Landscape with Figures and Rainbow. 1980. 
Oil and magna on canvas, 84 x 120". 
Ludwig Collection, Aachen. 

Study for Landscape with Figures and Rainbow and Brushstrokes. 1980. 
Graphite and co1ored penci1 on paper, sheet: 12% x 73/4". 

Private collection. 
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Red Painting. 1965. 
Oil and magna on canvas, 60 x 60". 
Collection Edward R. Downe, ]r. 

Having extracted the majority of the brushstrokes 
from the Expressionist works, Lichtenstein brings them 
back in a group of Brushstroke construction paintings, 
beginning with several pitcher compositions (see jar 
and Apple, 1980). Denying that his Pop Brushstrokes 
(like Red Painting, 1965) were initiated as a direct pun 
on Abstract Expressionism, Lichtenstein revives the motÍf. 
The Brushstrokes then and now mean brushstrokes in 
general: romantic, classic, expressionist. Brushstrokes 
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had beco me clouds in severa! of his Surrealist works but 
they now become smaller units building up forms, con­
sistent in their irony of looking like a single mark but 
actually having been laboriously painted in with hun­
dreds of small brushings, making the cartoon of the 
stroke. The artist then sets these strokes against the 
rigid geometry of the striping to give, again, his charac­
teristic hard/soft balance of forms in composition. 
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jar and Apple. 1980. 
Oil and magna on canvas, 36 x 40". 
Private collection. 
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REVERSE READYMADES: 1HE SCUIPIURE 

L 
ichtenstein's painted bronzes are drawings in 
space where volume gives no clear indication of 
the mass. They make permanent his portrayals of 
light, reflection, and other ephemera. In the l950s 
the artist made ceramic and carved wood sculp­

tures as well as assemblages of metal, wood, cloth, 
string, and wire. In the l960s carne his perforated metal 
painted landscape reliefs, wall-hung or freestanding metal 
Explosions, ceramics, and Modern Sculptures. In the 
early l970s Lichtenstein intended to make wrought-iron 
Entablature sculptures, following the format ofhis fence­
like Long Modem Sculpture, 1969 (see study). The com­
plexities of rendering and construction defeated the 
idea. However, in observing various images in his Still 
Life paintings (especially StJJJ Life with Goldfish, 1972; 
Oysters, Fish in a Bowl, Book, 1973; Glass and Lemon 
Befare a Mirror, 1974) Lichtenstein decided to extract 
the fish tanks, glasses, pitchers, pictures, and grapefruits, · 
andmake them three-dimensional withemphatic outlines. 

Each of the resulting 20 sculptures began as a line 
drawing, in elevation; proceeded to full-scale black-tape 
layout; and then toa magna-painted, handcrafted wooden 
maquette, which established the mold for the casting. 
The only exception to this process was Pitcher and 
Picture, 1977, where the maquette was aluminum. Glass 
11, 1977, and Goldfish Bowl11, 1978, are sand-cast bronze; 
and the rest have been cast in bronze by lost-wax 
process. They are all hand finished, then painted with 
multiple layers of sealer and urethane. Sorne of the 
black areas are bronze patina while in other works, like 
Double1Glass, 1980, they are entirely painted. The sculp­
tures have been in editions of three; however, Expres­
sionist Head and Small Glass, both 1980, are to be in 
editions of six. 

These sculptures are not flat but they have a greatly 
diminished third dimension, this thinness intensified by 
the more evident height and breadth. Each work has a 
wide base, for obvious practica! reasons, but it also 
functions in dramatic contrast to the upper area's one­
inch thickness which is belied by its quick transition into 
an illusion of perspective. The perspectiva! twists, the 
mix of portrayed shadow and reflection, and the real 
shadows cast by the low relief emphasize the lack of 
significant depth above the base. The artist flattens out 
the view, tipping up glass and tank edges, table tops, 
lamp shades, and table legs. Photographs of the sculp­
tures correct the inconsistencies, but the actual works, 
most notably the Lamp on Table, 1977, are at odds with 
logic, mathematics, and literal perspective. The recent 
and rather unexpected cast, Expressionist Head, 1980, 
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Opposite: Modem Sculpture with Glass Wave. 1967. 
Brass and g1ass, 91 x 26 x 27". 
Edition of three. 

Mirror 11. 1977. 
Painted bronze, 59:V4 x 30 x 12". 

Edition of three. 
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Study for Long Modem Sculpture. 1969. 
Brass, 12 x 96 x 1 W'. 
Private collection. 

reopens the concerns of his 1970 multiple M odem H ead 
and the earlier ceramic head sculptures. The artist uses 
elements from his Expressionist paintings and from Ger­
man Expressionism mixed with a Picassoid profile to 
render an approximately life-size bust. Another new 
cast, Indian Eye, 1980-81, uses a common standing zig­
zag design element of American Indian art with a Pop/ 
Northwest Coast Indian eye, combined with tangential 
reference to Ernst's Les Asperges de la lune, 1935. 

The sculptures are drawings in bronze, which raise 
other significant issues. They refer to his l960s ceramics 
where he applied two-dimensional reflections to three­
dimensional objects. In the l970s sculptures he makes 
three-dimensional reflections within forms that are actu­
ally three-dimensional, but which simultaneously appear 
to be two-dimensional. The intentional absurdity of these 
switches highlights Lichtenstein's proposition concern­
ing our perception of sculpture: that our literal view is · 
always two-dimensional. Sculpture is organized in two 
dimensions and is viewed in two-dimensional sequen ces 
which then compound to establish, mentally, a third 
dimensión. In 1965 he took something fully round and 
ephemeral in nature, an explosion, and made it into 
metal, with a front view. The bronzes of the '70s freeze 
the shimmer, the swimming fish, the rising steam, or the 
light rays, with a front as well as a see-through back. . 

The sculptures are conceived to look as if they were 
mass-producable. However, the bronze edges have a 
modulated, soft, subtle beauty and irregularity, and they 
have to be carefully welded, chased, and finished at 
points with any number of interim custom adjustments. 
The painting is an equally long procedure. The light 
visual weight of the new bronzes is contrary to the literal 
heavy weight of the casts. The open space and the 
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Standing Explosion. 1965. 
Ename1 on steel, 38" h. 
Edition of six. 
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Cup and Saucer 11. 1977. 
Painted bronze, 43% x 25% x lO". 
Edition of three. 
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suspended elements within it, as in the hanging light 
rays in Lamp JI, 1977, and the reflections in Glass 111, 
1977, create an inherent conflict between the stable 
object with its bronze indications of light, smoke, gold­
fish, and the known dynamism of such elements in life. 
White areas that seem so lid in a photograph are often, in 
fact , open spaces through which one sees a changing 
environment. This passing scene is a visual factor in­
tended by the artist as an inherent condition of viewing. 
The units of space and the extraneous activity reach 
their peak in his two large-scale outdoor sculptures, the 
Miami Beach Mermaid, 1979, and the Gilman Paper 
Company Lamp, 1977. 

Lichtenstein's sculptures contain references to David 
Smith's flat sculptures, and their subsequent broad im­
pact, as well asto Picasso's W1re Construction, 1928, and 
The Bathers, 1956; Constructivist sculptures; and sculp­
tures by Anthony Caro, Richard Lippold, Ernst, Alberto 
Giacometti, Miró, Johns, Claes Oldenburg, and Richard 
Artschwager. Lichtenstein's sculptures are, themselves, 
extended trompe l'oeil objects, since they are thought of 
as large glasses, mirrors, cups and saucers, lamps, fish 
tanks, or pitchers. In our post-Duchampian era this rais­
es the issue of Readymades: everyday objects chosen 
by artists and designated as art objects without their 
undergoing significant physical modification. By a broad 
extension, Lichtenstein's selection of known paintings 
for reference and compositional use in his own paintings 
is a variant of the Readymade attitude. Concerning his 
sculpture, further relationships can be found to Du­
champ's The Bn"de Stripped Bare by Her Bachelors, Even 
(the Large Glass), 1915- 23, for its transparency and for 
the rendering of the Glider element in the lower Bache­
lor section, where the dimensional form is flattened out 
and the edges are joined at perspectiva!, not construc­
tive, points. Lichtenstein has not taken actual objects 
from stores and christened them art, nor has he emulat­
ed Duchamp's mystery. However, he has seemingly 
reversed the Readymade process by inventing an art 
object intended to be associated with nonart and objec­
tified and evaluated by the viewer at the everyday, 
lower, common denominator. The migration of these 
symbols from painting/drawing/life into sculpture chal­
lenges our patterns of perception and identification. 
Lichtenstein works succinctly within the system (since, 
in truth, there are other artists who have more radically 
revised notions of sculpture) but he stillleaves us here, 
as in the paintings, with a characteristic: What you think 
you see is not what you get. 
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Modem Head. 1970. 
Black chromed aluminum, 25% x lO Y4 x %". 
Private collection. 
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Expressionist Head. 1980. 
Painted bronze, SS x 44% x 18". 
Edition of six. 
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Goldfish Bowlll. 1978. 
Painted bronze, 39 x 25 Y4 x ll W'. 
Edition of three. 
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Double Glass. 1980. 
Painted bronze, 56 x 42 x 17". 
Edition of three. 
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Multiple sketches for sculpture and Still Lifes. 1976. 
Graphite and colored pencil on paper, sheet: 14 x 11". 
Private collection. 
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Pitcher and Picture. 1977. 
Paínted alumínum, 95% x 40 x 23 Yz''. 
Edítíon of three. 

Goldfish Bowl. 1977. 
Painted bronze, 77 Yz x 25 Yz x lBW'. 
Editíon of three. 
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Glass Ill. 1977. 
Painted bronze, 33 x 19Vz x 12 Vz''. 
Edition of three. 

158 

Lamp 11. 1977. 
Painted bronze, 86 V4 x 27% x 17%". 
Edition of three. 
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Lamp on Table. 1977. 
Painted bronze, 74 x 34 x 18". 
Edition of three. 
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Mermaid. 1979. 
Concrete, steel, polyurethane paint, water, and palm tree, 21 x 24 x 11 '. 
Collection Miami Beach Theatre for Performing Arts. 
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BIOGRAPHICAL OUTLINE 
Including Selected Exhibitions* 

1923 Born in New York City. 

1939 Art Students League, New York. 

1940-43 Ohio State University, Columbus. 

1943-46 Armed Forces, Europe. 

1949 Ohio State University, M.F.A. 

1949-51 Instructor, Ohio State University. 

195 1 Exhibition: Carlebach Gallery, New York. 

1951-57 Cleveland, Ohio; various jobs, graphic and engi-
neering draftsman. 

1952 Exhibition: John Heller Gallery, New York. 

1953 Exhibition: John Heller Gallery. 

1954 Exhibition: John Heller Galle ry. 

1957 Exhibition: John Heller Gallery. 

1957- 60 Assistant Professor, Sta te University of 
New York, Oswego. 

1960-63 Assistant Professor, Douglass College, Rutgers 
University, New Brunswick, New Jersey. 

1962 Exhibition: Leo Castelli Gallery, New York. 

1963 Moved to New York City. 

Exhibitions: Ferus Gallery, Los Angeles; Galerie 
Ileana Sonnabend, Paris; Leo Castelli Gallery. 

1964 Exhibitions: Galleria Il Punto, Turin; Ferus Gallery; 
Leo Castelli Gallery. 

1965 Exhibitions: Galerie Ileana Sonnabend; 
Leo Castelli Gallery. 

1966 Exhibition: Cleveland Museum of Art. 

1967 Exhibitions: Pasadena Art Museum; Walker Art 
Center, Minneapolis; Leo Castelli Gallery; Con-
temporary Arts Center, Cincinnati. 

1968 Exhibitions: Stedelijk Museum, Amsterdam, and 
traveling; Irving Blum Gallery, Los Angeles. 

1969 Exhibitions: The Solomon R. Guggenheim Muse-
um, New York, and traveling; Irving Blum Gallery; 
Castelli Graphics, New York. 

Group Exhibitions: "Ars 69 Helsinki," Ateneumin 
Taidemuseo, Helsinki; "Painting and Sculpture 
Toda y," Indianapolis Museum of Art; "Pop Art," 
Hayward Gallery, London; "The Disappearance 
and Reappearance ofthe Image," National Callee-
tion of Fine Arts, Washington, D. C., and traveling; 
"Sammlung 1968 Karl Stroher," Neue National-

*A detai1ed list of exhibitions for the years 1951-66 is inc1uded in 
Pasadena Art Museum, Roy Lichtenstein, 1967. A detailed bio­
graphy and chrono1ogy of Lichtenstein's art to 197 1 can be found in 
John Cop1ans, ed., Roy Lichtenstein, New York: Praeger, 1972. 

1970 

1971 

1972 

1973 

1974 

galerie, West Berlin; "New York 13," Vancouver 
Art Gallery; "New York Painting and Sculpture: 
1940-70," The Metropolitan Museum of Art, New 
York; "Painting in New York: 1944-1969," Pasa­
dena Art Museum; "New York: The Second Break­
through: l959-l964," UniversityofCalifornia, Irvine; 
"American Painting: The 1960's," American Feder­
ation of the Arts, New York, and traveling; "Prints 
by Five New York Painters," The Metropolitan 
Museum of Art. 

Moved to Southampton, New York. 

Exhibitions: Galerie Ileana Sonnabend; University 
of Puerto Rico, Mayaguez; Museum of Contempo­
rary Art, Chicago; University of California, Irvine. 

Group Exhibitions: "Annual Exhibition of Painting," 
Whitney Museum of American Art, New York; 
"Expo '70," Expo Museum of Fine Arts, Osaka; 
"American Painting 1970," Virginia Museum of 
Fine Arts, Richmond; "L'Art vivant américain," 
Fondation Maeght, St. Paul de Vence; "The 
American Scene 1900-1970," Indiana University 
Art Museum, Bloomington; "The Peace Show," 
Philadelphia Museum of Art; "Monumental Art," 
Contemporary Arts Center, Cincinnati. 

Exhibitions: Leo Castelli Gallery; Irving Blum 
Gallery. 
GroupExhibitions: "Artist-Theory-Work," Zweiten 
Biennale, Nuremberg; "32nd Biennial Exhibition of 
Contemporary American Painting," Corearan Gal­
lery of Art, Washington, D. C.; "Art Deco," Minne­
apolis Institute of Art; "Métamorphose de l'objet," 
Palais des Beaux Arts, Paris; "Kid Stuff," Albright­
Knox Art Gallery, Buffalo; "Senso Titolo, " Il Cen­
tro Internazionale d 'Art, Soncino; "A Report on the 
Art and Technology Program of the Los Angeles 
County Museum of Art, 1967-1971," Los Angeles. 

Exhibitions: Leo Castelli Gallery; Contemporary 
Arts Museum, Houston. 

Group Exhibitions: "Painting Annual," Whitney 
Museum of American Art; "Seventieth American 
Exhibition," The Art Institute of Chicago; "Dealers' 
Choice," La ]olla Museum of Contemporary Art; 
"Painting and Sculpture Today," Indianapolis 
Museum of Art. 

Exhibitions: Leo Castelli Gallery; Greenberg Gal­
lery, St. Louis; Galerie Beyeler, Base!; Locksley 
Shea Gallery, Minneapolis. 

Group Exhibitions: "1973 Biennial Exhibition," Whit­
ney Museum of American Art; "Art in Space: Sorne 
Turning Points," Detroit Institute of Arts; Kunstmu­
seum, Lucerne; "Drawings," Leo Castelli Gallery; 
"Contemporanea," Ro me. 

Exhibitions: Galerie Mikro, Berlin; Margo Leavin 
Gallery, Los Angeles; The Mayor Gallery, London; 
Leo Castelli Gallery. 
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Group Exhibitions: "Eight Artists," Art Museum of 
South Texas, Corpus Christi; Miami Art Center; 
"Idea and Image in Recent Art," The Art Institute 
of Chicago; "The Ponderosa Collection," Contem­
porary Arts Center, Cincinnati; "American Pop 
Art," Whitney Museum of American Art; "Prints 
from Gemini G.E.L. ," Walker Art Center; "Works 
from Change," The Museum of Modern Art, New 
York. 

1975 Exhibitions: Centre National d 'Art Contemporain, 
Paris; Ace L. A., Los Angeles; Albert White Gal­
lery, Toronto; Leo Castelli Gallery; Nationalgale­
rie, Berlin, and traveling. · 

1976 

Group Exhibition: "American Painting," Cincinnati 
ArtMuseum. 

Exhibitions: Galerie de Gestlo, Hamburg; Seattle 
Art Museum; The Mayor Gallery; Visual Arts 
Museum, School of Visual Arts, New York; Margo 
Leavin Gallery. 
Group Exhibitions: "Drawing Now," The Museum 
of Modern Art; "Survey-Part I, " Sable-Castelli Gal­
lery Ltd., Toronto; "Seventy-second American Ex­
hibition," The Art Institute of Chicago; "20th-Cen­
tury American Drawing: Three A vant -Garde 
Generations, " The Saloman R. Guggenheim Muse­
um; "American Painting in Switzerland 1950-1965," 
Museum of Art and History, Geneva; "200 Y ears of 
American Painting" (organized by The Baltimore 
Museum of Art), Rheinisches Landesmuseum, 
Bonn, and traveling; "Private Notations: Artists' 
Sketchbooks," Philadelphia College of Art. 

1977 Exhibitions: California State University, Long Beach 
Art Galleries; Mannheimer Kunstverein, Mannheim; 
The Mayor Gallery; Leo Castelli Gallery; Blum 
Helman Gallery, New York. 

Group Exhibitions: "2 Decades of Exploration: 
Homage to Leo Castelli on the Occasion of His 
20th Anniversary," The Newport Art Association; 
''Jubilation: American Art During the Reign of 
Elizabeth II, " Fitzwílliam Museum, Cambridge, 
England; "Recent Work, " Leo Castelli Gallery; 
"American Drawing 1927-1977," Minnesota Muse­
um of Art, St. Paul, and traveling; "Drawings for 
Outdoor Sculpture: 1946-1977," John Weber Gal­
lery, New York, and traveling; "Works on Paper 
by Contemporary American Artists," Madison Art 
Center, Wisconsin. 

1978 Exhibitions: Ace Gallery, Venice, California; Cas­
telli Graphics; Washington Gallery,Indianapolis; 
The Institute of Contemporary Art, Bastan. 
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Group Exhibitions: "Art and the Automobile, " Flint 
Institute of Arts, Michigan; "New York Now, " Mead 

Fundación Juan March



Fundación Juan March



1979 

164 

Art Gallery, Amherst College, Massachusetts; "The 
Eye of the Collector," Stamford Museum, 
Connecticut; "Art About Art," Whitney Museum of 
American Art, and traveling; "The Cartoon Show," 
Everson Museum of Art, Syracuse; "Point, " Phila­
delphia College of Art; "American Masters of the 
'60s and '70s," Brooks Memorial Art Gallery, Mem­
phis; "American Painting ofthe l970s," Albright­
Knox Art Gallery, and traveling; "Grids," The Pace 
Gallery, New York, and traveling; "About the 
Strange Nature of Money, " Stadtische Kunsthalle, 
Düsseldorf, and traveling. 

Exhibitions: Lowe Art Museum, University ofMiami, 
Coral Gables; Leo Castelli Gallery; Art Gallery, 
Fine Arts Center, Sta te University of New York, 
Stony Brook. 
Group Exhibitions: "The 36th Biennial Exhibition of 
Contemporary American Painting," Corearan Gal­
lery of Art; "Late Twentieth-Century Art from the 
Sydney and Frances Lewis Foundation," Institute 
of O:mtemporary Art, Philadelphia; "A Century of 

1980 

Ceramics in America," Everson Museum of Art, 
and traveling; "American Portraits of the Sixties 
and Seventies," Aspen Center for the Visual Arts; 
"Emergence and Progression: Six Contemporary 
American Artists, " The New Milwaukee Art Cen­
ter, and traveling; "American Pop Art," Galerie 
d 'Art Contemporain de Musées de Nice; "As We 
See Ourselves: Artists' Self-Portraits, " Heckscher 
Museum, Huntington, New York. 

Exhibitions: Foster Gallery, University of Wiscon­
sin, Eau Claire; Portland Center for the Visual 
Arts, Oregon; The Mayor Gallery; Castelli 
Graphics. 
Group exhibitions: "Printed Art: A View of Two 
Decades," The Museum of Modern Art; "Hidden 
Desires," Neuberger Museum, Sta te University of 
New York, Purchase; "Pop Art: Evolution of a 
Generation, " Istituto di Cultura di Palazzo Grassi, 
Venice; "The Fifties: Aspects of Painting in New 
York," Hirshhorn Museum and Sculpture Garden, 
Smithsonian Institution, Washington, D. C. 
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Haberle, John, 58; Slate, ca. 1895, 58; Time 
and Etemity, ca. 1890, 58 

Hamilton, Richard, 76 
Hamett, William Michael, 58; Golden 

Horseshoe, 1886, 58 
Haystacks series, 21, 62 
Head with Braids, 1979, 128, 133 
Head with Monocle, 1980, 136 
Heckel, Erich, 137 
Hepworth, Barbara, 109 
Him, 1964, 20, 20 
Hopper, Edward, 102 
Horse and Rider, 1976, 97 

1 Can See the Whole Room and There's 
Nobodyinlt, 1961,21 

Impressionism, 21 
Indian , 1951, 128 
Indian Composition , 1979, 128, 130; study 

for, 1979, 131 
IndianEye, 1980-81, 150 
lnten"or, 1977, 116 

jarandApple, 1980, 146, 147 
Jawlensky, Alexey, 137 
J eanneret, Charles-Édouard (Le Corbusier), 

88; Still L1fe, 1920, 88 
jewels, 1963, 44, 44 
Johns, Jasper, 127, 152; No, 1961, 58; No, 

1969, 58 
Judd, Don, 127 

Kirchner, Emst Ludwig, 137 
Klee, Paul, lll , 135 
Knock, Knock, 1961, 72 
de Kooning, Willem, lll, 128 
Kupka, Frank, 97 

Lamp, 1977, 152 
Lampl, 1977, 102 
Lamp IJ, 1977, 102, 152, 158 
Lamp on Table, 1977, 102, 148, 159 
Landscapes, 15, 111 
Landscape with Figures and Rainbow, 1980, 

137, 143-44; study for -- and 
Brushstrokes, 1980, 145 

Landscape with Figures and Sun, 1980, 
137, 137 
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Le Corbusier, see Jeanneret 
Littoral, 1964, 20, 21 
LiveAmmo, 1962,.62 
Léger, Femand, 60, 82, 88; The Baluster, 

1925, 72; Big julie, 1945, 60; La Danse, 
1942, 58; Man"e J'acrobate, 1933, 60; La 
Partie de campagne, 1954, 119; Three 
Women, 1921, 119 

LikeNew, 1962, 62 
Lippold, Richard, 152 
Long Modem Sculpture, 1969, 148; study 

for, 1969, 148, 150 
Look Mickey, 1961, 72, 75 

MagnifyingGJass, 1963, 16, 21 
Magritte, René, 16, 54, 58, 60, 109; A 

Courtesan's Palace, 1928-29, 60; The 
False Mirror, 1928, 115; The Great War, 
1964, 116; Theldea, 1966, 116; The 
Pleasure Pn"nciple, 1937, 116; The Rape, 
1934, 111; The Rape, 1945, 111 

Mannerism, 16, 31 
Man Ray, A l'heure de l'observatoire: les 

amoureux, 1932- 34, 115 
Marc, Franz, 137 
Matisse, Henri, 16, 46, 51, 52, 54, 56, 58, 72, 

75, 76, 102; Goldfish, 1911, 52; Goldfish, 
1912, 52; Goldfish and Sculpture, 1911, 52; 
Jnten"orwithEggplants, 1911, 72; Inten"or 
with Goldfish, 1914, 52, 54; Nasturtiums 
and the ''Dance" l, 1912, 72; ThePainter's 
Family, 1911, 72; ThePewterjug, 1916-17, 
72; The Pink Studio, 1911, 72; The Red 
Studio, 1911, 72; Sculpture and Persian 
V ase, 1908, 54, 75; Still Life with a Greek 
Torso, 1908, 54; Still Life with the ''Dance," 
1909, 72; Symphonic Interiors, 1911, 72; 
Velled Woman , 1942, 75 

Mermaid, 1979, 152, 160 
Minimal art, 25, 36 
Miró, Joan, 109, 111, 115, 152; Dog Barking 

al the Moon, 1926, 78 
Mirror, 1972, 30 
Mirror#l, 1969,21,21 
Mirror#l, 1970,21 
Mirror#J ; 1971,26 
Mirror #2, 1971, 27 
Mirror #3, 1971 (Bedenkapp/Courtnier 

coll.), 29 
Mirror #3, 1971 (Blum coll.), 24 
Mirror #6, 1971, 28 
Mirror IJ, 1977, 149 
Mirror in Six Panels, 1971, 22-23 
MirrorinSixPanels#J, 1970,17-18 
Mirrors, 15, 16-30,31,40,51, 52, 72, 111, 115, 

116; multiple sketches of Brushstroke, 
oval Mirror, six-panel Mirror, 1971, 25; 
photographs of, by Lichtenstein, 24 

M-Maybe, 1965, 20 
ModemHead, 1970, 150,152 
Modem Heads, 97 
Modem Paintings, 15, 21, 31-32, 62 
Modem Painting with Clef, 1967, 65 
Modem Painting with Nine Panels, 1968, 65 
Modem Sculptures, 20, 148 
ModemSculpturewithGléissWave, 1967,148 
Mondrian, Piel, 64 
Monet, Claude, 21, 62 
Moore, Henry, 109 
Morosov, Ivan A. , 72 
Mussolini, Benito, 97 

·Mustard on White, 1963, 21 
Muybridge, Eadweard, 97 

Nerts, 1978, 113 
Noland, Kenneth, 36, 127 
Nolde, Emil, Prophet, 1912, 137 
Non-Objective 1, 1964, 64, 82, 86 
Non-Objectivell, 1964, 64, 82 
Nude on Beach, 1977, 115 

Office Still Lifes, 102-107, 111 
Oldenburg, Claes, 152 
On, 1962, 21 
On"ental Landscape, 1973, 46, 48 
Oriental Still Lifes, 46 
Orphism, 97 
Oysters, Fish in a Bowl, Book, 1973, 148 
Ozenfant, Amédée, 88; Composition, 1920, 88 

Panini, Giovanni Paolo, The Gallery of 
Cardinal Valenti-Gonzaga , 1749, 72 

Peale, Raphaelle, 56;AftertheBath, 1823,52 
Pechstein, Max, 137 
Peto, John Frederick, 58; Linc6ln and the 

Pfleger Stretcher, 1898, 58; Old 
Companions, 1904, 58; Old Time Letter 
Rack, 1894 Ctwo versions), 58 

Philadelphia Museum of A.rt, 54 
Picabia, Francis, 88 
Picasso, Pablo, 16, 44, 60; 72, 82, 109, 111, 

115, 150; An Anatomy, 1933, 115; Bather 
with Beach Ball, 1932, 111; The Bathers, 
1956, 152; Bull, 1945-46, 64; The Chamel 
House, 1944-45, 119; Guemica, 1937, 119; 
The Poet, 1912, 97; Wire Construction, 
1928, 152 

Picasso Still Life, 1964, 72 
Pink Flowers, 1974, 78, 78 
Fistol, 1964, 88, 90 
Pistoletto, Michelangelo, 16 
"Pitcher, Grapefruit, and Lemon on 

Table," 102 
PitcherandPicture, 1977, 148, 157 
Pitcher Tn"ptych, 1972, 62, 64 
PlanesofaLamp, 1976,97,98 
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Pollock, Jackson, lll 
Pop art, 15, 16, 20, 21, 40, 44, 51, 56, 58, 62, 

76, 97, 109, lll, 116, 128, 135, 146, 150 
Portrait, 1977, 116, 121 
Portrait, study for, 1977, 119, 122 
Portrait o!Madame Cézanne, 1962, 64 
Portrait ofWoman, 1979, 137, 141 ; study for, 

1979, 140 
Portrait study, 1978, 122 
Portrait Tn"ptych, 1974, 62, 64, 75, 82; study 

for--andpaintings, 1974,62,66 
Pow Wow, 1979, 126-27, 128 
Preparedness, 1968, 20, 62 
Pn"soner, The, 1980, 135 
Purism, 15, 58, 88, 102 
Pun"st Painting in Green, 1975, 88, 91 
Pun"st Painting with Bottles, 1975, 93 
Pun"st Painting with Dice, 1975, 90 
Pun"st Painting with Pitcher, Glass, Column, 

1975, 88, 89 
Pun"st Still Llfe, 1975, 88, 92 
Purist Still Lifes, 88-93 
Pyramids, lll 

Razzmatazz, 1978, 124-25 
Reclining Nude, 1977, 108-109 
Red Bam, 1969, 102 
RedBam, 1971, 102 
Red Horseman , 1974, 95-96, 97 
Red Painting, 1965, 146, 146 
Renaissance style, 15, 31 
RollerSkates, 1961,44, 44 
Rosenquist, James, 56 
Rothko, Mark, lll 
Roto Bml, 1961, 44 
Rouen Cathedral series, 21 , 62 
Rowlux series, 20 
Roy, Pierre, 58 
R-R-R-R-Ring, 1961, 72 

Sailboats, 78-87, 97 
Sa1lboats 111, 1974, 78 
Sa1lboats IV, 1974, 78 
Samaras, Lucas, 16 
Schamberg, Morton L. , 88 
Schmidt-Rottluff, Karl, 136-37 
Schwitters, Kurt, Merzbau, 1925, 115 
Self-Portrait, 1976, 97, 101 
Self-Portrait, 1978, 116, 120 

Self-Portraitll, 1976, 100 
Serial Paintings, 15 
Severini, Gino, 97; Self-Portrait, 1912, 97 
Shchukin, Sergei I. , 72 
Sheeler, Charles, 56 
Sitting Pretty, studies for Untitled Com-

position and, 1978, 115 
Small Glass, 1980, 148 
Smith, David, 152 
Soffici, Ardengo, Decomposition ofthe 

Planes of a Lamp, 1912, 97 
Sound o!Music, 1964, 72 
Soupault, Philippe, 16 
Stancling Explosion , 1965, 78, 150 
Stein, Gertrude, 72 
Stella, Frank, 127 
Step-On Can wi th Leg, 1961, 62 
Stepping Out, 1978, 119, 123 
de Stijl, 62, 82 
Still LiJe, 1964, 44, 82 
Still Lifes, 15, 40, 44-57, 58, 62, 72, 75, 76, 

78-87, 88, 102, lll, 148; multiple sketches 
for, 1972, SO; multiple sketches for Artist's 
Studios, 1972, 56; multiple sketches for 
sculpture and, 1976, 156; see also Cubist 
Still Lifes, Office Still Lifes, Oriental Still 
Lifes, Purist Still Lifes 

S@ Life wi th Artist's Tools, 1972, 52, 54 
S@ Life with Beads, 1976, 102, 106 
S@ Life with Clock and Roses, 1975, 83 
S@ Life with Coffee Pot, 1976, l 02 
S@ Life with Crystal Bowl, 1973, 53 
Still Llfe with Folded Sheets, 1976, 102, 103 
S@ Life with Glass and Peeled Lemon, 

1972, 55 
S@ Life with Goldfish , 1972, 52, 57, 148 
Still Life with Goldfish, 1974, 54 
S@ Llfe with Lamp, 1976, 102, 107 
S@ Life with Longhom Skull and Cactus, 

1972,46,48 
Still Life with Oysters, 1973, 54 
S@ Life with Red Wine, 1972, 44 
S@ Life with Sculpture, 1974, 54 
S@ Life with Silver Pitcher, 1972, 47 
S@ Life with Stretcher, Mirror, Bowl of 

Fruit, 1972, 52, 52 
StillLife with TableLamp, 1976, 102, JOS; 

study for, 1976, 102, 104 
Stretcher Frame, 1968, 52, 52, 72 

Stretcher Frame Revealed Beneath Painting 
of a Stretcher Frame, 1973, 60 

Stretcher Frames, 15, 21 , 72 
Studios, 40, 54, 72-77, 82, 119 
Studio Walls, 58-61 
Stuclio Wall with Hanging Pencil and Three 

Sketches, 1973, 58 
Studio Wall with Hanging Smng, 1973, 58 
Studio Wall with Pocket Watch, Fly, Sketch 

of Lemon, 1973, 58, 60 
Surrealism, 15, 16, 32, 46, 58, 64, 72, 78, 102, 

108-25, 127, 128, 136, 146; see also 
Arnerind/Surreal works 

Tanguy, Yves, 109, lll 
Tate Gallery, London, 15 
Templell, 1965, 31 ,32 
Temple of Apollo, 1964, 33, 76 
Temples, lll 
Tension , 1964, 135, 136 
Things on the Wall , 1973, 58, 61, 72; study 

for, 1973, 60 
Tire, 1962, 21, 44 
Transistor Radio, 1961,21 
Triptychs, 62-70 
Trompe l'Oeils, 58-61 , 72, lll 
Trompe l'Oeil with Léger Head and 

Paintbrush, 1973, 58, 59 
Turkey, 1961, 44, 44 
Two Figures, 1977, 115; study for, 1977, 

115, 115 
Two Figures wi th Teepee, 1979, 128, 129 

UntiUed, 1965, 21 
Untitled Composition and Sitting Pretty, 

studies for, 1978, 115 

Violin, The, 1976, 97 
Violinist, The, 1975, 97 
Vortex, 1975, 97 

Warhol, Andy, 128 
Wesselmann, Tom, 56, 128 
Whaam!, 1963, 62 
White Cloud, 1964, 21 
Woman in Window, 1963, 20 
Woman with Flower, 1978, 112 
Woman with Flowered Hat, 1963, 110 
Woman with Trees, 1979, 136 
Works of Art series, 15 
World's Fair Mural, 1964, 20 
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136 top right, 136 bottom, 137, 138, 139, 141, 
143-44, 147, 152, 153, 154, 155 

Ray Fisher, Miami: 160 

Bruce C. Jones: 90 right 

Bob Kohlbrenner: 25, 33 bottom, 39, 50, 56 
bottom, 60 top, 66, 67 bottom, 87, 104, 111 
right, 1151eft, 115 right, 117, 122 top 1eft, 122 
bottom, 131, 140, 145, 156 

Robert Mates: 22-23, 36-37 

Foto Mayer, Vienna: 17-18, 95-96, 162-63 

Pe ter Moore: 63 bottom 

Eddy Navarro: 14 

Eric Pollitzer: frontispiece, 21 bottom, 22, 24 
right, 26, 27, 28, 29, 34- 35 bottom, 38, 40, 41 , 
46, 48 top, 52 top 1eft, 52 bottom 1eft, 52 top 
right, 53, 54, 57, 59, 60 bottom, 61, 67 top, 
68-70, 73, 74-75, 76, 77, 78 top, 78 bottom, 
80, 83, 84, 85, 86 top, 89, 92, 93, 101, 110 
bottomleft, 113, 114, 118- 19, 120, 123, 126-27, 
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Lenore Seroka: 12-13, 167 

Sheidy: 100 

Photo Shunk-Kender: 47, 48 bottom, 150 top 
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