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FOREWORD

he Museum of Modern Art is on the verge of a thoroughgoing physical and organizational transformation that will

greatly increase its overall size, diversify its sites of operation, and substantially expand and innovate its program-
ming. Nevertheless, its mission remains fundamentally unchanged: to bring the best of the art of our times to the widest
possible public. In the case of the present retrospective of paintings by the distinguished German artist Gerhard Richter,
the Museum is once again doing what it has traditionally done on behalf of contemporary art and the artists who chal-
lenge our ideas and perceptions: namely, provide an opportunity for engagement with the work to a wide public audience.
This retrospective makes the case that exploring the development of advanced art beyond our own borders fundamentally
alters and enhances our understanding of work that is better known to us. The purpose of such an exhibition, then, is to
make this extraordinary body of work as familiar as that which has originated closer to home.

No artist of the postwar era merits this kind of attention more than Gerhard Richter. No other artist has placed
more intriguing and rigorous demands upon specialists, interpreters, followers, and average viewers alike—nor upon
himself. Richter is the author of pictures so different from one another that at first glance they seem to be by different
hands. He has defined a vast pictorial and conceptual territory for himself, and has given it specific dimensions in can-
vases that vary from Photo-Realist figuration to total abstraction, from snapshot and postcard banality to transcendence,
and from serene or pyrotechnic beauty to brooding austerity. Approaching this maze of paintings can be confusing at
first, but the more one looks and the more the overt contradictions and subtle continuities of Richter’s oeuvre take on
substance, the more enlightening the experience becomes. In Richter’s work there is pleasure and pain, sly wit and high
seriousness, but above all there is a demonstration of the ways in which painting’s resources are constantly replenished
by the very problems it seems to pose, both for the painter and the viewer. Nobody in our own time has posed them
better or solved them more inventively than Richter.

The problems of mounting such a retrospective are daunting at best, and these are surely not the best of times.
Under present circumstances, we are all the more thankful for the generosity and faith in The Museum of Modern Art
shown by individual collectors and institutions who have made their works available for inclusion in the most compre-
hensive overview of Richter’s career in North America to date, and, almost certainly for years to come. Their commit-
ment to the artist and to the continued free exchange of works of art is exemplary. The lenders to the exhibition are
listed in this volume. We are also deeply grateful for the unwavering support provided for this exhibition by its sponsors
Jo Carole and Ronald S. Lauder, by Mimi and Peter Haas and Leila and Melville Straus, and for an indemnity granted by
the Federal Council on the Arts and the Humanities. This volume has been made possible by the Blanchette Hooker
Rockefeller Fund.

On behalf of the Trustees, I would also like to express my appreciation for the extraordinary efforts of the Museum
staff at every level to guarantee that this show meets the standards we have always maintained in situations of less
upheaval. In particular, I would like to acknowledge the curator of the exhibition, Robert Storr, Senior Curator in the
Department of Painting and Sculpture at the Museum, who has brought to this project his tremendous intelligence and
insight into contemporary art as well as a deep understanding of Richter’s work.

This retrospective of art works by one of the seminal painters of the second half of the twentieth century and the
start of the twenty-first is on view at the Museum concurrently with an exhibition devoted to Russian avant-garde
books from 1910 to 1934. Together, these shows bracket much of modern art and an important chapter in this Museum’s
own history; as such, they represent a fitting punctuation for what is both the end of one era and the start of the next.

Glenn D. Lowry
Director
The Museum of Modern Art
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Graphic Design; Cassandra Heliczer, Associate Editor, Publications, Chris Zichello, Production Manager, Publications;
Mikki Carpenter, Director of Imaging Services, Kate Keller, Chief Fine Arts Photographer, Tom Griesel, Fine Arts Pho-
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described or alluded to by the artist in our many conversations and in his art. My understanding of Germany before,
during, and after World War II has been deeply enriched by the stories she told to me from my childhood onward; some-
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In closing, I gratefully acknowledge the immense debt owed by the Museum and its public to the lenders
to the exhibition, listed in this volume, without whose generosity this show would not have been possible.
Also, it bears reiterating the gratitude expressed by our director Glenn Lowry to those whose magnanimity
made this show happen: I second his thanks to Jo Carole and Ronald S. Lauder, Mimi and Peter Haas, and Leila
and Melville Straus, as well as the Federal Council on the Arts and the Humanities for the indemnity it has
granted the exhibition, and the Blanchette Hooker Rockefeller Fund for its support of this book. And last but
not least, T want to offer my special thanks to the artist Gerhard Richter and his wife Sabine Moritz for having
welcomed a stranger into their midst with such warmth and for having cooperated so completely in a project
that surely complicated life and just as surely carried with it all the worries that attend any close scrutiny of
an artist’s career. | hope that the results vindicate their trust, but even more than that I hope this endeavor
expresses the extraordinary regard in which The Museum of Modern Art holds Gerhard Richter’s achievement.

Robert Storr
Senior Curator
Department of Painting and Sculpture
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INTRODUCTION

"WHEN WE HAVE TO CHANGE AN
OPINION ABOUT ANYONE, WE CHARGE
HEAVILY TO HIS ACCOUNT THE INCON-

VENIENCE HE THEREBY CAUSES US."

—FriepricH N1ETZSCHE!

he present retrospective of paintings by Gerhard Richter is long overdue. As the first comprehensive

exhibition of the work of the seventy-year-old German artist to appear in New York, it follows two previous
surveys held over a decade ago in other parts of the country. The first was a synoptic overview consisting of
only twenty-two paintings, organized in 1987 by John T. Paoletti for the Wadsworth Atheneum in Hartford
Connecticut, as part of its Matrix series, a program usually focused on emerging artists. That Richter was
fifty-five when the show opened indicates the lag in recognition his paintings have met in the United States,
although on that occasion the art critic Roberta Smith, in The New York Times, hailed the artist as “one of the
most important West German painters of the postwar period.” 2

Close on the heels of the Hartford show, the Art Gallery of Ontario in Toronto widened the public’s view
of Richter in 1988 with an eighty-painting survey of his career that traveled to the Museum of Contemporary
Art in Chicago, the Hirshhorn Museum and Sculpture Garden in Washington, D.C., and the San Francisco
Museum of Modern Art, organized by Roald Nasgaard and 1. Michael Danoff. In the fifteen years since that
exhibition, Richter has become an increasingly visible figure in American galleries, group or thematic shows
at museums, and exhibitions devoted to one or another aspect of his work, such as the presentation of Richter’s
cycle of canvases October 18, 1977, at The Museum of Modern Art in 2000, and Gerhard Richter in Dallas
Collections, which opened the same year, and which, along with a selection of paintings, also included a com-
plete set of the artist’s multiples recently acquired by the Dallas Museum of Art.

The fact remains, however, that compared to American contemporaries of comparable achievement—TJasper
Johns and Robert Ryman, to name two—Richter is relatively unfamiliar to the general American public, and still
insufficiently known or understood by the dedicated audience for modern art. Only two years older than Richter,
Johns (who was born in 1930), has had three full-scale retrospectives in New York, not counting exhibitions of his
drawings and his prints; still other exhibitions elsewhere in the country have concentrated on particular series of
pictures. Ryman (also born in 1930) has had two large New York retrospectives and one moderately sized one. If
one were to add to this list somewhat older artists, such as Roy Lichtenstein—whose early Pop images helped
spur Richter to make paintings of equal radicality within months of seeing them—or Robert Rauschenberg, who,
along with Lichtenstein, had a powerful impact on Richter’s friend Sigmar Polke—the discrepancy between the
attention given American artists of the post-Abstract Expressionist generation and that paid to leading painters
on the opposite side of the Atlantic (not to mention other parts of the world) becomes more glaring.

Things have not been much better—and sometimes have been worse—for European artists who came of
age before Richter. Joseph Beuys, Richter’s mercurial colleague on the faculty of the Art Academy (Kunst-
akademie) in Diisseldorf, and among the most influential experimental artists of his period, has had only one
American retrospective (at the Solomon R. Guggenheim Museum in New York in 1979) and one large survey
of his drawings (at the Philadelphia Museum of Art and The Museum of Modern Art in 1993-94). Lucio
Fontana, a vital link between prewar and postwar Italian avant-gardes, who helped open Richter’s eyes to
modernism, has had only one retrospective in New York (at the Guggenheim in 1977); and Marcel
Broodthaers, a cryptic but essential counterforce to Pop art and a seminal figure in Conceptual art, with whom
Richter collaborated in the early 1970s, was given a retrospective by the Walker Art Center in Minneapolis in
1989, which never made it to New York. Finally, two artists in whom Richter has expressed scant interest but
who helped set the stage for him and his contemporaries, Yves Klein and Piero Manzoni, have found even less
favor. A Klein retrospective was held at The Jewish Museum in New York in 1967, after which none has been
mounted in the United States; and Manzoni has had only two gallery exhibitions and no American retrospective.

’



