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Inngangur Arid 1966 var haldin syning { The Jewish Museum i

MNew York sem bar yfirskriftina Primary Structures.
Par kom fram hépur listamanna, og syndi 6hlutleg myndverk par sem logd var
dhersla 4 ad einfalda formgerdina { frumpeetti sina. Pessi myndlist fékk snemma
heitid ABC-list eda minimalismi og hefur si nafngift fest vid pennan éformlega
listhép. Peir listamenn sem morkudu stefnuna voru peir Carl André, Donald Judd,
Robert Morris, Dan Flavin og Larry Bell, Pott flestir pessir listamenn aettu sér rastur §
malverkinu syndu peir allir skilptiira, en minimal verk voru og eru afar frabrugdin
hefdbundnum hoggmyndum, baedi hvad vardar myndfraedi, myndbyggingu, stad-
setningu i r¢yminu, taekni og taknfraedi.

Larry Bell er pekktastur fyrir glerverk par sem hann vinnur med einkar frum-
legar hugmyndir um hlutverk rymisins { gerd listaverks og tengsl pess vid dhorfend-
ur. [ fyrstu syndi hann glerkassa en & sidari drum hefur hann gert stérbrotnar inn-
setningar. Larry Bell er einn merkasti fulltrii 6hlutbundinnar myndlistar 4 seinni
hluta pessarar aldar og er pad mikill heidur fyrir menningarmdlanefnd og Listasafn
Reykjavikur ad fa taekifaeri til ad syna verk hans hér 4 Kjarvalsstédum.

Foreword In 1966 an exhibition was staged in the Jewish Art

Museum in New York, under the title Primary Struc-
tures. It featured a group of artists who showed abstract works which focused on
essentializing the composition of their primary elements, The movement was soon
dubbed ABC Art or Minimalism, a name which has continued to be applied to this
informal group of artists ever since. The pioneers of this movement were Carl André,
Donald Judd, Robert Morris, Dan Flavin and Larry Bell. Even though most of these
artists had their origins in painting, they all exhibited sculpture. The Minimal object
was and is very different from conventional sculpture in terms of iconography, con-
struction, location in space, technique and symbolism.

Larry Bell is best known for his glass objects in which he works with particu-
larly original ideas about the role of space in composition and its relation to the
spectator. He began with glass boxes, but in recent years has been engaged in mag-
nificent installations. Larry Bell is one of the most noteworthy representatives of
abstract art in the postwar period and it is a great honour for the Cultural Committee
of the City of Reykjavik and the Reykjavik Municipal Art Museum to have the oppor-
tunity of exhibiting his works at Kjarvalsstadir.

@WM
Formadur menningarmélanefndar Reykjavikur/Chair, Cultural Committee of the City of Revkjavik
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Larry Bell

Gler Pessi syning er um yfirbord og ljos. Pappir og

gler eru grunnurinn, efni sem vid medhondl-
um daglega til margskyns nota. Hin er lika um tilfinningar. Tilgangur verka minna er
ad tjd tilfinningar.

Gler var fyrsta efnid sem ég valdi fyrir skdlptarverk min. Glerid er seidmagnad bara
einsog pad kemur fyrir. Pad getur samtimis hleypt ljosi gegnum sig, endurspeglad ljgs
og gleypt pad i sig. Eg keypti glerid i nastu glerverslun og yfirbordid var tilbuid. Bara
med pvi ad lita 1j6sid falla 6druvisi & pad geeddist glerid nyrri tilfinningu.

Nokkrum drum eftir ad ég fékk dhuga & gleri uppgotvadi ég sérstakt teekniferli til ad
breyta samleik glers og ljdss. Pegar médlmur eda kvars eru blondud pvi i drpunnum
l6gum breytist 1josid en ekki floturinn sjilfur. Glerfleti af ymsum stardum maétt sidan
setja saman 4 mismunandi vegu til ad skapa nytt umhverfi.

Sum pessara umhverfisverka minna voru litil, teningar sem f6lk horfir inn i. Ahorf-
andinn verdur ad vera rétt vid verkid til ad skynja ndnd pess.

[ staerri uppstillingunum var tekist 4 vid jadarsjonhrif og nandin er minni. | 6llum
pessum tilraunum var notast vid hid grimmiidlega rétthorn, 90 gradur. Eg get ekki
imyndad mér neitt dhrifameira { daglegri sjonskynjun okkar en hornin & hdsunum og
herbergjunum sem vid biium i og vinnum i. Vid erum ekki dhorfendur i ryminu, vid

erum innihald pess.

Pad er alltaf { kringum okkur, hefur dhrif 4 jadarsjon okkar, & dkvardanir okkar, og
pad er ekki vist ad vid ndum nokkurntima ad byrja ad skilja hver dhrif hornin hafa
haft 4 séguna og framvindu hennar.

Vid hifum kosid ad hugsa ekki um pad. Er ekki lif okkar sifellt val? Eg var einusinni 4
fyrirlestri par sem reedumadur hélt pvi fram ad listasagan vaeri i raun saga um val
listreenna afreka. Pessi syning er einnig um val.

Verkin & syningunni eru val hugmynda og tilrauna, og pad er ekki bara vegna pess ad
pad leidi af sjalfu. Eg lit & allt starf mitt sem tilraunastarf.

Eg hugsa mér glerverkin sem vefnad. bau eru ir ofnu ljési, ljoési sem hefur verid
endurspeglad og faert til. Alltumlykjandi 1j6sid i syningarsalnum verdur pdttur i
hverju verki. Veggirnir og golfid verda hluti af dferd verksins.
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Yfirleitt beini ég ekki ljosi sérstaklega ad skilptirverkunum. Eg 1¥si pad sem verkin
endurspegla. 5jénarhorn dhorfandans & verkid skiptir 6llu um hvernig hann skynjar
pad. Eg vil ad umhverfid hreyfist inni i skilptirnum a sama hétt og dhorfandinn
hreyfist i kringum skilptirinn.

Pad er athyglisvert hvernig dhorfandinn verdur lika hluti af verkinu. Pad verdur hann
ekki eingdngu { endurspegluninni heldur i verunni milli endurspeglunar, ljosfaersiu
og skynjunar. Stigvaxandi ljésbrigdin { verkhlutunum eru myndhverfing fyrir raun-
veruleikann.

Fyrir mér er allt { stighréun af einhverju 60ru. Pegar ég stend vid hvitan vegg virdist
floturinn fyrir framan mig vera péttur, gegnheill, fullkominn. Til haegri og vinstri er
svo stigvaxandi rymi med 6llum sinum dmalanleik og furdum.

Blekkingin hefur alltaf heillad mig. Hvad er raunverulegt og hvad ekki? AD fast vid
gler er sennilega bestheppnada innsaisikvordun sem ég hef nokkurntima tekid.

Brot

Pegar ég kemst { taeri vid efni til einhverra nota finnst mér pau hafa verid hladin
einhverskonar frumorku. Listamadurinn er 4 vissan hitt { sporum gullgerdarmanns-
ins eDa sjamansins.

AD tengja saman yfirskilvitlega paetti ymissa efna jafngildir rannsékn. Pad ad rann-
sOknin heppnast ekki ad fullu er ekki pad sama og ad seidmagnid i efnunum sé horfid.

Allt sem ég by til er vottur um einhverskonar rannsékn. Sum af ahugaverdari verkun-
um bia yfir eigin lifi. Pau eru sjdlfsprottin, spunnin upp, drangur innsaeis. Pau
heppnudust vegna pess ad ég kaus ad segja pau hafa heppnast.

Verk sem ekki hafa heppnast fullkomlega eru ekki topud orka. Pau eru tilraunirnar
sem leiddu til fullkominnar synar.

Verkin sem ég kalla Brot eru ordin til ar giémlum tilraunum sem hafa verid skornar
nidur i litla biita og settar saman aftur sem pau verk sem nii eru til synis. Eg dkvad ad
setja pau upp 4 sama hatt og i vinnustofunni minni. Radad a vegginn i beina linu
pannig ad menn lesi pau fra vinstri til haegri eda fra haegri til vinstri. bPegar folk er
fullkomlega umkringt pessum litlu brotum er pad ekki lengur adeins dhorfendur
heldur & ny ordid ad innihaldi verkanna. A pennan veg er innsetningin gadd nokkurn
veginn sama hugsaei og glerskilphirarnir minir. Syningargesturinn er kominn i litinn
heim sem ég hef skapad eftir minu hofdi.



Mirg Brotanna minna & landslag. Pegar ég kom fyrst til Islands var pessi hluti 4 ferli
minum einmitt ad hefjast. Sum verkin minna mig a reynslu mina a islandi.

Yfirbordid er sennilega sa hluti verkanna sem skiptir allra mestu. Algerasta andstad-
an vid yfirbord glers sem ég get imyndad mér. Verkin leikast hinsvegar ekki olikt
glerinu d vid 1josid sem a pau fellur. Med igreyptum efnislogunum endurspegla
verkin, gleypa i sig og flytja ad nokkru leyt til 1josid sem villist inn § yfirbordid. Petta
stafar af pvi hvernig verkin eru gerd. | sumum peirra eru uppundir sextiu log sett a
pappirinn. Sum ligin endurspegla 1j6sid en dnnur hleypa pvi i gegn.

| sumum Brotum er sérstakt rymi. Pegar horft er & siduna framhja hinu augljosa
yfirbordi er madur kominn inn i hid raunverulega lifrymi myndarinnar. Sé dhorf-
andinn { g6ou skapi skilur hann af hverju mér finnst gaman ad bia petta Hl






30" teningur, r6d 1l / 30" cube, Series Il, 1985
hiadad gler/coated glass
Tax 7Th x7hcm



36" teningur, rod Il / 36" Cube, Series I, 1985
hidad gler /coated glass
91 x 91 x 91 cm
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8-1-93 teningur / 8-1-93 Cube, 1993
hidad gler/coated glass,
20% 20 % 20 cm
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Brot nr. 1845 [ Fraction # 1845, 1996
blondud takni, vatnslitir 4 pappir;’.lun'r'd media, watercolours an paper
25 x 25 cm
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Brot nr. 1207 / Fraction # 1207, 1996
blondud tekni, vatnslitir 4 pappir/mixed medin, watercolours on paper
23 x 25 cm



Brot nr. 2224 / Fraction # 2224, 1996
bléndud teekni, vatnslitir & pappir/mixed media, watercolmirs on paper
25x25¢em
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6x6x4-AB, 1996
4 hiadadar glerplotur /4 coated glass panels
15 x 15 x 1,3 cm hver/each
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GxBx4, 1996
hadad gler/ coated glass
15x 20 x 10 cm
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Larry Bell

Glass This exhibit is about surface and light. Paper

and Glass are the substrates. Two materials
that we use regularly for a multitude of purposes. It is also about feeling. The purp-
ose of my work is to express feeling.

Glass was the first choice for my sculptures. It had a magical quality just in what it
was. It could at once transmit, reflect, and absorb light. | could buy the material from
a local glass store, and the surface was finished. By simply changing the way light
struck the surface it would take on a different feeling.

Some years after | became interested in glass, | discovered a technical process for
changing the way light interfaced with it. Very thin layers of metals or quartz depos-
ited in an even or uneven layer changed the light, but not the surface. Glass panels of
various size could be put together in a number of ways to create an environment.

Some of my environments were quite small. Cubes that one looked into. The viewer
had to get very close to feel the intimacy of the composition.

The larger arrangements played with peripheral vision, and were not so intimate. All
of these types of experiments used the tyrannical aspect of the 90 degree right angle. |
cannot think of any element in our visual influence that has a greater impact than the
corners of the buildings and rooms we live and work in. We are not the viewers of the
space, we are the contents of it.

It's omnipresent, affecting our peripheral vision, our decisions, we may not be able to
begin to know how corners have affected history and how it has played itself out.

We have selected to not think about it. Qur lives are about selection aren’t they? |
heard a lecture once where the speaker suggested that the history of art really repres-
ented the history of selection of artistic achievement. This exhibition is also about
selection.

For more than just practical reasons the works shown are a selection of ideas and
experiments. [ think of all my work being experimental.

I think about the glass pieces as tapestries of woven, reflected, and transmitted light.
The ambient light from the space that the pieces occupy becomes part of the object.
The walls and the floor become part of the texture of the piece.
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Usually I will put no light on the sculptures themselves. I will light what the pieces
reflect. The angle that the viewer sees the piece is crucial to what the viewer will
perceive. [ like that the environment moves within the sculpture as the viewer moves
around the sculpture.

In an interesting way the viewer becomes a part of the piece too. Not only in reflect-
ion but in that place between reflection, transmission, and perception. The gradient
light affecting aspects of the pieces are a metaphor for reality.

To me everything is a gradient of something. If I face a white wall, the surface in front
of me may be dense, solid and perfect. To my right and left is a gradient of space with
all its imponderables and surprises.

Illusion has always fascinated me. What is real, and what is not? My use of glass may
have been the most successful intuitive decision | ever made.

Fractions
When I lay hands onto materials to be used for something, | think they have been
charged with a metaphysical energy. An artist is a bit like an alchemist or shaman.

Combining the mystical elements of various materials to investigate something. If the
investigation is less than successful, it does not mean that the magical energy impl-
anted in the materials no longer is there.

Everything I make is the evidence of some kind of investigation. Some of the more
interesting examples have a life of their own. They were made spontaneously, impr-
ovisational, and intuitive. Their success comes from the choice I make to call it such,

Things that are less than successful are not wasted energy. They are the lessons that
led to a completed vision.

The pieces | call Fractions are made up of old lessons. Cut down to small shards, and
recombined to make the compositions on view. | have decided to install them in the
same manner | do in my studio. Pinned to the wall in a straight line, to be read left to
right, or right to left. When one is entirely surrounded by the little fractions, one is
not only the observer, one becomes again the content of the work. In this manner the
installation is very much of the same transcendental quality as my glass sculptures.
One is transported to a small world unique to my concerns.

Many have a landscape feeling to them. When I had my first trip to Iceland, it was

also at the beginning of this phase of my studio activities. Some of the pieces remind
me of my lcelandic experiences.
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Probably the most important issue in the individual works is the surface. As diametr-
ically opposed to the surface of glass as | can think of. The pieces interact with the
light that strikes them in a manner not so different than the glass. These works reflect,
absorb, and to some extent transmit the light trapped into the surface by the many
layers of materials. It's a byproduct of how they are made. Some of the pieces have as
many as sixty layers affixed to the paper. Some layers reflect while others transmit.

Some Fractions have an extraordinary space to them. Letting one’s vision fall into the

page plane, past the obvious surface, one enters the real life space of the image. If the
humor is up, the viewer can see why I like making them.
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Larry Bell
Faeddur 1939

Helstu einkasyningar sidustu ara/Selected Solo Exhibitions:

1992

1995

1996

1997

Kiyo Higashi Gallery, Los Angeles

Darthmoutn Street Gallery, Albuquerque, Nyja Mexiko

Janus Gallery, Santa Fe, Mexikd

Kiyo Higashi Gallery, Los Angeles,

New Gallery Houston, Texas

Tampa Museum of Art, Florida

Kiyo Higashi Gallery, Los Angeles

Tavelli Gallery, Aspen, Colorado

New Gallery Houston, Texas

Darthmoutn Street Gallery, Albuquerque, Nyja Mexiko

Braunstein/Quay Gallery, San Francisco

Kiyo Higashi Gallery, Los Angeles

University of Wyoming Art Museum, Wyoming

Indigo Gallery, Boca Raton, Florida

Denver Museum of Art, Close Range Gallery, Colorado

Braunstein/Quay Gallery, San Francisco

Art et Industrie, New York

New Directions Gallery, Taos, Nyja Mexikd

The Albuquerque Museum, Nvja Mexikd

Darthmoutn Street Gallery, Albuquerque, Nyja Mexiko

Kjarvalsstadir, Listasafn Reykjavikur, Reykjavik
Kjarvalsstadir Reykjavik Municipal Art Museum, Reykjavik/Iceland

MNew Gallery Houston, Texas

Helstu samsyningar sidustu ara/Selected Group Exhibitions:

1992

New Directions Gallery, Taos, Nyja Mexiko/Costa Mesa, Kaliforniu

New Directions Gallery, Taos, Nyja Mexiko

CIAE 1992, New Directions Gallery, Chicago

Made for Aroldsen - Skulpturen und Projektionen, Arolsen,
pyskalandi/ Gernany

Soma Contemporary Gallery, San Diego

Galerie Rolf Ricke, Kiln, pyskalandi/Cologne, Germany

Taos Institute of Arts, Nyja Mexiko

Newport Harbor Museum, Newport Beach, Kaliforniu

Taos Arts Festival, Taos Civic Plaza, Nyja Mexikad

Rosalie and Hubert Douglass Gallery, Miami University Art Museum
Oxford, Ohio
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1993 Gallery Art the Rep, New Mexico Repertory Theatre, Santa Fe, Nvja Mexiké
Newport Harbor Museum, Newport Beach, Kaliforniu
Golden West College, Huntington Beach, Kaliforniu
Santa Monica College of Design and Architecture, Kaliforniu
Taos Spring Arts Festival, N¥ja Mexikd
Broschofsky Gallery, Ketchum
Carlsbad Museum of Art, Nyja Mexika
Contemporary Art Society of New Mexico at Café, Albuquerque
Taos Fall Arts Festival, Taos, Nyja Mexikd
Musée du Palais du Luxembourg, Paris
Native Peoples Day Celebration, Taos, Nyja Mexikd
Whitney Museum of American Art, New York

1994 Laguna Gloria Art Museum, Austin, Texas
H. & W. Bechtler Gallery, Charlotte
California Crafts Museum, San Francisco
Leedy/Voulkos Gallery, Kansas City
Whitney Museum of American Art, Stamford
Madison Art Center, S. Kaliforniu
Parrish Art Museum, Southampton, Kaliforniu
Stables Art Gallery, Taos, Nyju Mexikd
Kiyo Higashi Gallery, Los Angeles, Kaliforniu

1995 Newport Harbor Museum, Newport Beach, Kaliforniu
UCLA-Armand Hammer Museum of Art and Cultural Center, Los Angeles,

Kaliforniu
MNew Directions Gallery, Taos, Nvja Mexikd
Whitney Museum of American Art, New York
Galerie Nachst 5t. Stephan, Vin, Austurriki/ Austria
UCLA-Armand Hammer Museum , Los Angeles, Kaliforniu
The Main Art Gallery, California State University, Fullerton
Galerie Montenay-Giroux, Paris

1996 Galerie Rolf Ricke, Koln, pyskalandi/Cologne, Germany
Joy Tash Gallery, Scottdale, Arizona
Boulder Museum of Contemporary Art, Colorado
Kiyo Higashi Gallery, Los Angeles, Kaliforniu
Colorado Springs Fine Arts Center, Colorado
Museum of Fine Arts, Santa Fe, N¥ju Mexikd
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Verk | opinberri eigu/Works in public Collection:

Albright-Knox Gallery, Buffalo, New York

The Albuquerque Museum, Nyja Mexikd

Art Gallery of New South Wales, Sydney, Astraliu/Australia
Art Institute of Chicago, lllinois

Australian National Gallery, Canberra, Astraliu/ Australia

The Berardo Collection, Funchal, Portigal

Centre Georges Pompidou, Paris, Frakklandi/ France

The Contemporary Museum, Honolulu, Hawaii

Corning Museum of Glass, Corning, New York

Dallas Museum of Arts, Texas

Denver Art Museum, Colorado

Des Moines Art Center, lowa

Detroit Institute of Arts, Michigan

Fort Worth Art Center, Texas

Solomon R. Guggenheim Museum, New York

Hirshhorn Museum and Sculpture Garden, Smithsonian Institution, Washington DC
The Archer M. Huntington Art Gallery, University of Texas, Austin, Texas
Los Angeles County Museum of Art, Kaliforniu

Massachusetts Institute of Technology, Cambrigde

The Menil Collection, Houston, Texas

Milwaukee Museum of Arts, Wisconsin

Minneapaolis Institute of Art, Wisconsin

Musée Saint-Pierre Art Contemporain, Lyon, Frakklandi/France
Museum Ludwig, Kéln, pyskalandi/Cologne, Germany

Museum of Contemporary Art, Caracas, Venezuela

Museum of Contemporary Art, Los Angeles

Museum of Fine Arts, Houston, Texas

Museum of Modern Art, New York

Museum of New Mexico, Santa Fe

Mational Collections of Fine Arts, Smithsonian Institution, Washington DC
Oakland Museum of Art, Kaliforniu

Roswell Museum and Art Center, Nyja Mexika

San Francisco Museum of Modern Art, Kaliforniu
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