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called, represents one strand
in the exhibition, which deals
with hidden channels and how
they manifest themselves in
objects. This can also be ob-
served in the new sculplure
group Brief Syllables, which
consists of unearthed and dis-
sected electricity and commu-
nication cables. Unbroken, ca-
bles form the infrastructure for
the wireless, online, constantly
illuminate society we live in.
Isolated, as fragments without
a context, they seem absurdly
bulky, dysfunctional, like pre-
historic relics. Their cross-sec-
tions appear to form a void,
or a dissolution. As the artist
writes: “Cables are the oppo-
site of sentimental. The current
is only capable of carrying
the current. Cable stumps are
cross-sections of a vocabulary
of interruptions. A cut-off form.
Ending mid-sentence.”

Moderna Museet is lo-
cated at Exercisplan 4, 111
49 Stockholm. Tel: (46-8) 520
235 00.

A Transformative

Period
D is presenting a irans-
atlantic exhibition that
captures a fleeting but pro-
found moment of creative inter-
section in the careers of three
exalted Postwar artists. Local
History has brought together
rarely seen early works of the
1950s through to the early
1970s by Enrico Castellani,
Donald Judd, and Frank Stellg,
and juxtaposes them with im-
portant later examples that re-
veal each artist’s distinct evolu-
tion and the varying degrees
of reverberation from their
brief aesthelic collision in the
1960s. The exhibition takes as
its starting point Judd’s effort
to formulate what he dubbed
a “specific object’—an art-
work that was neither painting
nor sculpture, but something
beyond the confines of those

ominique Lévy gallery

ments with radical painting.

local History takes its
title from a passage in a 1964
essay by Donald Judd examin-

(-

existing categories—and spot-
lights the surprising impact
upon his quest of Castellani’s
and Stella’s early experi-
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Enrico Castellani, Superficie rigata bianca e blu, 1963, canvas in relief,
70.7 x 100 x 7 cm. Collection of the Artist. ® 2014 Artists Rights Society (ARS),
New York/SIAE, Rome. Courtesy Archivio Castellani, Milan.
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Enrico Castellani, Trittico, 1966, acrylic, aluminum powder, and polyvinyl
acetate glue on shaped canvas with reliefs and hollows, 152 x 304 cm.
Fondazione Prada. © 2014 Artists Rights Society (ARS), New York/SIAE,
Rome. Courtesy Archivio Castellani, Milan.

ing some of the best art being
shown in New York City at
the time. Ostensibly an exhibi-
tion review, Judd’s text in fact
was a manifesto calling for
a new kind of art freed from
the concerns of expression-
ism and medium-specificity,
ideas he elaborated more fully
in his betterknown Specific
Objects, which followed soon
after. Enrico Castellani, whom
Judd regarded as father of
Minimalism, and Frank Stella
were both championed in
these texts, and their experi-
ments exerted strong influence
on Judd’s own. local History at
Dominique Lévy revisits the cor-
nerstone objects of this trans-
formative period, testing Judd’s
hypotheses in physical form.

In the late 1950s,
Castellani  began  making
works that utilized the canvas
as a three-dimensional prop-
erty to radically redefine the
notion of painting. The can-
vases of his Superficie mono-
chromes have been pushed,
pulled, and poked from above
and below, by orderly patterns
of nails that radically alter
their surface structure, yield-
ing effects that border on the
metaphysical without ever al-
lowing the viewer to forget the
material means through which
these optically reflective and
absorbing surfaces are gener-
ated. Meanwhile, Stella, fresh
out of Princeton, was articulat-
ing a new agreement between

Above left: Enrico Castellani, Superficie nera, 1959, tempera on canvas, 40 x 50 cm. Collection of the Artist.
© 2014 Arlists Rights Society (ARS), New York/SIAE, Rome. Photograph: Courtesy Archivio Castellani, Milan. Above
right: Enrico Castellani, Superficie rossa, 1964, acrylic on canvas, 70 x 60.5 cm. © 2014 Artlists Rights Society
(ARS), New York/SIAE, Rome. Photograph: Elizabeth Bernstein. Courtesy Dominique Lévy Gallery, London.
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painting as image and as
object in which the physical
and visual were similarly held
in tension. In his essay local
History, Judd describes Stella’s
paintings as, “slabs [that]
seem like objects” whose “suc-
cessive painted angles create
phenomena in the form of opti-
cal illusions.” Both artists were
essential for Judd's formulation
that a specific art object “need
only be interesting.”

Among key Castellani
works in local History, three
in particular stand out. In New
York City, the tempera paint-
ing Superficie Nera (1959)
is a precursor to the manipu-
lated, dimensional canvases
that the arlist eventually ar-
ticulated more precisely with
his ordered arrangements of
nails beneath and above the
canvas. In this work, Castellani
uses chestnuts fo achieve sculp-
tural effects, calling to mind
the grids of things like bread
and eggs in the Achromes of
his close friend and collabo-
rator Piero Manzoni; unlike
Manzoni, however, Castellani
concealed his “non-art mate-
rials” beneath the surface of
the work. The 1963 painting
Superfice rigata bianca e blu
witnesses  Castellani  actively
transforming painting into @
sculptural object and an explo-
ration of architectural space.
And in London, the exhibition
presents Castellani’s magnifi-
cent Superfice rossa (1964),
made the same year that Judd
published his local History
and Specific Objects essays.

Judd is represented in
local History with works span-
ning three decades. In New
York, the artist's Untitled (DSS
41) (1963) gives viewers a
look at an early, formative,
articulated, and now-iconic
Judd floor piece. The channel
cut into this work reveals a pro-
gression of similarly notched
parallel wood panels that
mete out space in much the
same way Stella’s stripes do. In
London, local History includes
two of Judd's late “recessed”
wall pieces—Untitled, 1992
(recesses)—that evidence his

Donald Judd, Untitled, 1977, stainless steel with red Plexiglas, 49.5 x 100.3
x 48.3 cm. Stamped JO JUDD BERNSTEIN BROS INC. 77-1 (on the reverse).
Art© Judd Foundation. Licensed by VAGA, New York, NY. Courlesy Dominique

Lévy Gallery, London.

ongoing commitment to ob-
jects over sculpture, investiga-
tions of open volumes that are
spatial in an architectural rath-
er than pictorial sense, without
being massive. As in the 1963
Judd floor piece in New York,
the “action” in Untitled, 1992
[recesses) takes place within
each volume's interior. In the
london “recesses,” however,
the gallery walls are pressed
into service as the four side-
walls of the piece.

Among the masterworks
by Frank Stella on view in the
New York portion of local
History are 5 Eldridge Street
(Blue Horizon) (1958) and
Untitled (1959) —two paintings
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that reveal a young artist in
rapid progression. 5 Eldridge
Street (Blue Horizon) is an ex-
ample of Stella’s inifial explo-
rations of the stripe as an in-
cremental, structural element.
This work reveals a conven-
tionally expressive brushstroke
giving way 1o ordered lines
that measure out length and
width on the canvas. A mere
year later, silver metallic paint
is a material in its own right,
distinct from the ground that
Stella leaves visible through in-
cised, parallel, structural lines
and unpainted margin. (The
painting appeared on the cov-
er of Art International, 1960
IV/1, with the magazine title

Donald Judd, Untitled (DSS 41), 1963, cadmium red light cil on plywood,

49.5 x 114.3 x 77.5 cm. Art ® Judd Foundation. Licensed by VAGA, New York,
NY. Photograph: Jeff Jahn, Courtesy Dominique Lévy Gallery, New York.

running down that unpainted
margin.) By 1964, Stella was
confidently testing boundar-
ies between painting, sculp-
ture, and architecture, as evi-
denced in Tetuan 1 (1964), on
view in Llondon. His material
and structural manipulation—
the painting’s fluorescent yel-
low alkyd and the dramatic
misalignment of this diptych's
configuration—parallel similar
experiments in both Judd's and
Castellani’s art at that moment.
In this one powerful work,
viewers can find evidence of a
brief but powerful coincidence
of intention and effort on the
part of three great artists of the
20th century.

Enrico Castellani is re-
garded one of ltaly’s most
important living arlists. Born
in Castelmassa in 1930, he
studied art and architecture
at Belgium’s Académie Royale
des Beaux-Arts and Ecole
Nationale  Supérieure  des
Beaux-Arts, respectively, in the
early 1950s and soon began
a practice challenging the
confines of painting, sculpture,
and architecture in search of a
new paradigm. A catalytic fig-
ure in the European postwar
avant garde, he founded the
Azimut gallery—and the relat-
ed journal Azimuth—in Milan,
in 1959, with Piero Manzoni.
They organized international
exhibitions and published es-
says that opposed the domi-
nant art movements in Europe
at the time, and promoted the
idea of an art that did not
imitate  but instead sprang
self-referentially from its own
techniques and materials. In
1959, Castellani also showed
his Superficie nera pieces for
the first time. To make them,
he worked his monochrome
canvases with a nail gun to
produce o relieflike surface
that induced light and shade
effects through alternating de-
pressions and raised areas.
In the 1970s and the 1980s,
he expanded his approach
to include other materials; but
Castellani’s focus upon a poet-
ic marriage of painting, sculp-
ture, architecture, and space
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has never wavered. He has
exhibited al prestigious mu-
seums around the world. He
represented ltaly at the Venice
Biennale in 1964. In 2010, he
became the first Italian artist
ever fo receive the Praemium
Imperial for Painting.

Donald Judd (1928-
1994) was one of the most
significant American artists of
the post-war period. His ceu-
vre has come to define what is
widely referred to as Minimalist
art. The unaffected, straightfor-
ward quality of his work dem-
onsirates his strong interest
in color, form, material, and
space. With the intention of
crealing art that could assume
a direct material and physi-
cal presence without recourse
to grand philosophical state-
ments, he eschewed the clas-
sical ideals of representational
sculpture to create a rigorous
visual vocabulary that sought
clear and definite objects as
its primary mode of articula-
tion. Born in 1928 in Excelsior
Springs, Missouri, Judd served
in the United States Army in
Korea, then attended The
College of William and Mary,
Williamsburg, Virginia; the Art
Students league, New York;
and Columbia University, New
York, where he received a B.S.
in Philosophy, cum laude, in
1953. His first solo exhibition
was in 1957 at the Panoras
Gallery, New York, the same
year he began graduate stud-
ies in art history at Columbia
University.

Over the next decade,
Judd worked as a critic for
ARTnews, Arts Magazine, and
Art International; his subse-
quent theoretical writings on
art and exhibilion practices
would prove to be some of
his most important and lasting
legacies. Judd's work has been
exhibited internationally since
the 1960s and is included in
numerous museum collections.
A survey exhibition of the art-
ist's work was organized by
the Tate Modern, London, in
2004 and traveled fo the K20
Kunstsammlung ~ Nordrhein-
Westfalen, Dusseldorf, and
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Frank Stella,
Untitled, 1859, silver
paint and pencil on

-i paper laid on cardboard,
34.5x24.56 cm.

© 2014 Frank Stella/
Arlists Rights Society
(ARS), New York.
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Frank Stella, BAFT, 1965, alkyd on canvas, 228.6 x 274.5 cm. ©@ 2014
Frank Stella/Artists Rights Society (ARS), New York. Photegraph: Tom Powell
Imaging. Courtesy Dominique Lévy Gallery, New York.

Frank Stella, lleana Sonnabend, 1963, metallic paint on canvas, 184.8
x 325.1 cm. Titze Collection. Courtesy LINN PRESS art advisory services.
© 2014 Frank Stella Artists Rights Society (ARS), New York. Courtesy
Dominique Lévy Gallery, New York.

Kunstmuseum Basel. Permanent
installations of Judd's work can
be found at Judd Foundation
spaces in New York City, at
101 Spring Sireet, and Marfa,
Texas, along with the neigh-
boring Chinati Foundation.
Frank Stella  (b.1936)
has been a dominant figure
in abstract painting since the
early 1960s. He is one of
America’s most important liv-
ing arlists. Born in Malden,
Massachusetts, and educated
at Princeton University, he first
attracted critical praise and
public aitention in the 1959
exhibition Sixteen Americans
at The Museum of Modern Art
(MoMA), New York. The show
established Stella as one of
the most radical young artisis
working in the United States.
He gained instant notoriety for
his Black Paintings and a year
later had his first solo exhibi-
tion in New York City.
Throughout the 1960s,
Stella  exhibited  regularly;
his work was included in nu-
merous national and interna-
tional group shows, the most
important of which were the
Sdo Paulo Biennial and the
Fogg Museum of Art's Three
American Painters, both held
in 1965. His reputation and
influence grew steadily, his
work evolved continually, and
in 1970 Stella was honored
with a major exhibition at The
Museum of Modern Art. Since
that time, Stella has continued
to challenge the boundaries of
both his own art and the gen-
eral definitions of painting and
sculpture. His work is exhib-
ited regularly in museums and
galleries internationally, and is
included in foremost museum
collections worldwide.
Dominique Lévy formed
her eponymous gallery in
January 2013 specializing in
Alexander Calder, Willem de
Kooning, Alberto Giacometti,
Yves Klein, Pablo Picasso, and
Andy Warhol amongst others.
In September 2013, the gal-
lery opened its current space
in the designated historic land-
mark building at 909 Madison
Avenue in Manhattan, present-
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