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Watercolours from | 982 to | 986 and works matching them in other media
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LeWitt has often executed series of works in several
media: drawings, watercolours, wall-drawings, wall-
paint ings, sculptures, prints and books. This goes also
for the series of works Forms derived from a Cube
and Pyramids - the foimer produced from 1981 on-
wards, the latter from 1 984. Taq""+l^€g. se*o..{\,odß
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1t"ffifr.ffiä['ole, however, not to negtect Lewitt,s
realisations in other media as he is constantly produc-
ing connections between these different manners of
real isat ion.

The relevance, which the two series have for the de-
velopment of his concept, can't  be discussed here,
because the space is limited. Neither can be treated
in detail the importance of the two series for the fur-
ther development of Concept Art.  Only the relat ion-
ship between the two series is important now.

Forms derived f rom a Cubq f rom 1 981 on-
wards
The information Sol LeWitt gives for the construction
system of the Forms derived from a Cubel are reaily
brief:
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In an isometric display, the side views are shortened
to half of the real length and are t i l ted 45 degrees in
relation to the unshortened front and back parts that
run paral lel to the top and bottom margins of the

Sol Lewitt,
Wall-Drawing, 1986
25Ox 660 cm.
Courtesy Galerie Vega,
Plainevaux (Liöge)



sketch sheet.2 This caval ier perspective is a type of
three-d imensional  d isp lay that  contradic ts  a vanish ing
point perspective. The front side is drawn in only one
viewing axis which in real i ty you get only in a pure
front perspective that does not al low you to see any
of  the other  p lanes of  the cube.  In  the vanish ing point
perspective the back part can not be as long as the
front side of the cube, as opposed to this isometric
perspective shown above, where just this is possible.

Using the caval ier perspective in technical drawing,
you usual ly  shor ten the length of  the s ides by hal f .
LeWitt 's cube construction is only an approximation
to th is  pr inc ip le.

LeWitt 's construction method3 enables the beholder
to see the ibas ic  cube'as a uni t  o f  f la t  sur faces der iv-
ed from a square. The sides of this square have to be
divided into three sections. The points marking the
sections have to be connected so that the connecting
l ines form a grid pattern. Into the small  squares at the
sides of the grid pattern one has to place diagonals;
these d iagonals should run para l le l .  Wi th in th is  uni t  o f
f lat surfaces one can st imulate the eye to see con-
struct ing ideas of various three-dimensional relat ion-
ships. The length of the unshortened front and back
parts is the length of two squares. One gets the
length of the shortened side views from the diagonal
of one square. This diagonal is a l i t t le bit  longer than

the side of one square. According to the usual rules
of technical drawing, the shortened sides of the cube
would have the precise length of one square, so that
one would get the measures of the side views by
doubl ing thei r  length in  the drawing,  when actual ly
executing the planned cube. LeWitt 's cube con-
struct ion can not be used in this way.
An alternative to this modif ied caval ier perspective
would be the fol lowing axonometry, which is also
cal led pure, unshortened isometry.

Here al l  sides are unshortened. They are drawn by
turning them by an angle of 60 degrees. LeWitt used
the axonometry for the three-dimensional display of a
variat ion of Serial Project No. 7 (1966)a and for a
simply planned display in his series lncomplete Open
Cubes f 974).5 The drawback of the axonometry l ies
in the fact that cubes displayed in this way can not
be understood ful ly as threedimensional bodies at
f irst sight. The beholder f irst has to make use of
some abstractions to think his way from the immed-
iately perceivable shape - the hexagon - down to a
three-dimensional form, the cube. This is necessary,
because the recipient can grasp the pattern in two di-
mensions, more easi ly than that of the three-
dimensional cube. In the caval ier perspective, this is
not the case, despite the fact that it does not follow
closely the principle of the vanishing point perspec-
t ive. The irregular outl ines and the missing symmetry
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Pyramids (Detail), 1 986
Courtesy Magasin-
Centre National d'Art
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axis make a more simple three-dimensional pattern
plausib le.6
In the fol lowing l ines, I  want to describe the con-
nection between the flat surfaces and the three-
dimensional aspects contained in the display of the
cube selected by LeWitt.  These cognit ive reconstruc-
table relat ionships would have been a further reason
for the selection of one of the several dif ferent types
of isometric display.
The relat ionships between the individual planes are
the fo l lowing:

Each p lane in  the d isp lay has dots ar ianged in  a gr id
pattern. Each plane has an equivalent elsewhere in
the cube with the same pattern of dots. The relat ion
between these planes is quite simply that the other
plane equivalent to i t ,  takes i ts place in the cube,
when t i l ted 180 degrees. This does not apply to the
square in the middle, except when you see i t  as a
mirrored image of i tself  t i l ted 180 degrees or as a
plane that consists of two rectangular tr iangles, one
of i t  being a repeti t ion of the other t i l ted 180 degrees.
LeWitt uses construction lines to derive from one of
the basic forms of bodies - the cube - more com-
pl icated structures by subtraction. This is quite l ike

some of the things done in technical drawing through
certain subtracting construction methods. .The. deri-
vations are achieved by dividing into halfsff iquar-
ters the sides of the 'basic cube' and connecting the
resul t ing d iv id ing points  by l ines.  The fo l lowing l ines,
connecting corner points of the grid pattern, are am-
biguous and can be understood three-d imensional ly
only by taking into account the context of part icular
body constructions:

- -  -  dimensional ly ambiguous l ines going out from corner points of the
grid pattern

Some of the l ines that can be connected in more than
one way in  the three d imensions are los ing thei r  am-
biguous meaning in the caval ier perspective. LeWitt
only constructs the three sides of a body visible from
one 'v iewing angle '  .7  He could draw the l ines that  are
not visible, as well .  This, however, would upset the
use of colours that have the purpose of denoting
planes.s When one a lso draws the inv is ib le l ines,  the
arising question is, how one is going to present the
planes h idden behind the v is ib le p lanes? When severa l
planes intersect, one denotes the areas result ing from
these intersections, with addit ional colours, that

Sol Lewitt, Wall-üawing, 1986 5OO x 1337 +22,5+257 +22,8+337) cm. Exhibirion Cha mbrcs d'Ami6, Gent, June_Seprember, .19g6
courtesy De Roover-Noirynck/Keppens-Holste6, Gent Photo courtesy l\ruseum van H€dendaagss Kunst, 6ent i'troto phiiippe oegouert
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would indicate which side intersects the other. But
then one would get to a point where the complicated
colouring would obscure the form of the body one
wants to show in the watercolours. Then the beholder
would have to reconstruct these bodies for himself,
as is the case in some of LeWitt 's axiometric dis-
p lays,  because a s imple three d imensional  pat tern is
not  p lausib le.  LeWit t  leaües out  any l ine meant  to  in-
dicate whether a body is based on a tr iangle or a
square as i ts basic form. Every body that can be pro-
duced along the l ines of the watercolours, can be on-
ly one out of many alternatives that have three identi-
ca l  s ides.
The colours denoting the planes are selected so as to
fac i l i ta te achiev ing an immediate three-d imensional  e f -
fect. The brightest colour$ mean that the f lat marked
by i t  is at the front, a darker colour* indicates po-
sit ions at the top, and two very dark colours are for
p lanes posi t ioned at  the s ides.
With the help of a grid pattern as the underly_ing
planning system wi th 'communicat ive s igns ' ,e  serv ing
one's practical purposes, the caval ier perspective is
modif ied into an autonomous drawing system that is
independent  of  any pract ica l  purpose.  This  modi f ied
system wil l  al low one to recognize two- and three-
d imensional ,  immediate and construct ive ways of
reading as a theme in i ts  own r ight .
Al l  th is  is  done by a gener ic  d isp lay of  forms taken
from the grammar of  the 'bas ic  cube' .  These forms
are able to provoke dif ferent ways of reading. The be-
holder can create connections between the 'auto-

nomous  s igns '10  in  the  d raw ing  and  the  ' commun ica -

t ive '  aspect  of  these s igns,  by developing,  on the one
hand,  ideas about  how to carry  out  the drawn bodies
three-d imensional ly  in  the space,  and on the other
hand by connect ing the ideas wi th the d i rect  three-
dimensional effects of the drawings. The suspense ar-
ising between the three-dimensional construction and
the i l lus ion of  p last ic i ty  in  the drawings wi l l  be d is-
cussed below.
In the f ree-hand sketches d iagonal  l ines are somet-
imes drawn across two adjacent squares of the grid

Sol LeWitt, Wall-Drawing, 1986
350 x 2200 cm.
Mus6e d'Art Moderne, Liöge
Photo Courtesy Galerie Vega,
Plainevaux, Liöge

pattern. Obviously, LeWitt does this only when no f lat
surface of the constructed body appears at the sides
of the cube that are on these squares of the grid pat-
ternl{There are even such construction l ines that have
been crossed out, left  out, or not used at al l ,  as well
as faul ty  co lour ing.
Even back in 1981 and 1982, LeWitt used two of the
th re e bod v. co n stru ctio ns, i n -wa$gqg&f.t"Jyo m th e
year l gesHHätW#fädfrä8fiArzunn% iiiör on srey
background,  for  producing works in  other  media.  As
early as in a series of drawings published in Artfo-
rum,12 and in various Watt-Drawings,13 the truncated
pyramid and the obtuse-angled para l le lep ipedon are
featured. la  Unl ike the watercolours f rom 1983,  none
of these variants shows the construction derived from
the form of the 'basic cube'.  LeWitt wrote me about
the method of using the same l ine of construction in
the watercolours as well  as in other media
|!' l1211985) . <Usually I do the drawings and the wa-
tercolours as such - not for use otherwise. I do wall-
drawings similar to the drawings or watercolours on
paper.r,  The watercolours we have beön talking about
so far in this essay, have been constructed by using
the same Form derived from a Cube that was used in
other  media.  This  being so,  i t  seems logica l  to  th ink
that LeWitt 's statement does not refer to the con-
struct ion, but to the colours or l ines that mark the dif-
ferent  s ides of  the body and the background.  ln  re-
spect of the colours, the watercolours in question dif-
fer from older works carr ied out in other media. From
the fact that, in 1984, LeWitt repeated a watercolour
f rom 1983,  which had an obtuse-angled para l le lep ipe-
don, we can infer that i t  is important for LeWitt to
have dif ferent colours for the background, when he
paints the same construction with identical colours for
the f igure in dif ferent works. ln the repeti t ion of the
first watercolour, the dark grey background is chang-
ed to a bright grey background. Now the construction
l ines do not  only  show the\basic  cubei  but  a lso the
grid pattern on which i t  is based. l t  str ikes me that in
more recent variat ions of the same body, LeWitt
expounds even more prec ise ly  the pr inc ip le guid ing
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sol Lewitt, watercolour, 1984 57 x57 cm. courtesy Galerie schiessel, München

his construct ion,  by adding suppor t ing l ines.

Pyramids, from 1984 onwards
The Pyramid drawings feature coloured triangles, that
are, in most cases, acute-angled. One or both of the
longer sides of a tr iangle border on sides of other
tr iangles with the same length. Those sides of the
tr iangles that are touching each other, are never the
shortest sides of the tr iangles. By arranging tr iangles
in this way, you get at the top a point, where two of
the three sides of each tr iangle converge respectively
from where they are radiat ing, and below a kind of'angular  curve ' ,  composed of  shor t  s ides l ined up in
d i f ferent  angles.  In  the examples known to me,  the
figure thus achieved forms a pattern, standing isolated

6

on a background.  The re lat ion of  co lours,  which con-
st i tutes the tone of this background is not repeated
elsewhere in  the t r iangles. ro
Some of the tr iangles, especial ly when they are ex-
t remely asymmetr ica l ,  may appear in  combinat ion
with other, viewer asymmetrical tr iangles, as i f  they
were on an axis rotated derivations of another tr iangle
with a simpler form, seen from the front. According
to Rudol f  Arnheim, the i l lus ion of  the 'depth ef fect ' ,
brought about through a perceptual 'distort ion',  is
made very evident to the beholder, <because their
compensation in the third dimensions produces the
simplest available patterns.rl6 But with triangles this
doesn' t  funct ion as wel l  as wi th rectangles.  The s igns
of the drawing may rather lead the recipient to con-
struct ions of possible spaces, which give the two-



Sol LeWit t ,  Watercolour,  1983 20x20 cm. Courtesy Galer ie Schiessel ,  München

dimensional  forms a funct ion for  'communicat ing '

three-d imensional  bodies than to a 'compensat ion in
the  th i rd  d imens ions ' .
By using dif ferent 'br ightng^ss gradients'17 and dif fer-
ent  'gradient [s ]  o f  co lour ' 'ö  in  d i f ferent  t r iangles,  the
colouring may intensify, modify, or weaken the sense
of plast ici ty provoked by the forms. l f  you read a
three-d imensional  qual i ty  in to a 'pyramid ' -drawing,
'depth effects'  by optical 'distort ions' and 'perceptual

gradients'  may intensify or alter your constructions on
a  psycho log ica l  l eve l . l e
The added tr iangles may invoke associat ions of rel ief-
l ike creat ions,  l ike fans,  or  of  bodies,  l ike pyramids,
which may a l lude to something l ike tents.
When I asked him about the system the watercolours
might  be based upon,  LeWit t  gave me the fo l lowing

answer: <The pyramids are done without a system but
a series of interrelated trianglesl2o These relation-
ships between tr iangles can be deduced from pyra-
mids in the series of works Forms derived from a
Cube, just l ike the relat ionships between tr iangles to
be seen in the Wall-Drawings presented at the Galle-
ria Mario Pieroni2l in Rome in 1983, or in a water-
co lour  of  the same year .22 l f  one would abandon the
isometric cube construction shown in the watercolour
just  ment ioned,  then such a watercolour  could be
class i f ied not  only  as a work belonging to the 'cubes ' ,

but also to the series of 'pyramids' l ike the 'Wall-

Drawings' shown in Rome. However, the ways of
three-d imensional  reading wi l l  become more open
without the three-dimensional construction based on
the 'basic  cube' .  The top of  the pyramid in  the water-



colour  ment ioned above,  l ies on the top margin of  the
f la t  sur face at  the back of  the 'bas ic  cube' ;  in  the im-
mediate three-d imensional  impression wi thout  a con-
st ruct ion i t  appears in  the middle.23 l  l
The Forms derived from a Cube clearly define the po-
s i t ion of  the f igure in  the space,  but  s t i l l  c reate im-
pressions inconsistent with the sense of three-
d imensional  p last ic i ty .  When the rec ip ient  looks at  the
Pyramids, he is confronted with the task to underlay
the form on d isp lay wi th some cubic  or  non-cubic
construct ion,  no mat ter ,  whether  or  not  th is  con-
struct ion is consistent with the immediate impression
of  p last ic i ty  in  the space,  which the beholder  gets
f rom i t .  Looking at  LeWit t 's  works,  the beholder  can
always establ ish d i rect  and ind i rect  construct ing re-
la t ionships between the 'autonomous s igns '  and the'communicat ive s igns '  in  three-d imensional  space.
The ' twofo ld semiot ic  funct ion '  o f  s igns act ing 'auto-

nomously '  in  the work,  and v i r tua l ly  'communicat ive '

in  the beholder 's  recept ion,  can thus be made ev i -
dent.2a
ln the Pyramids, as well as in the Forms derived from
a Cube, a suspense between the two- and the three-
d imensional  ways of  reading spr ings to l i fe ,  in teract -
ing wi th a d i rect  and a construct ing way of  reading.
The beholder  can reveal  to  h imsel f  two-  and three-
d imensional  ways of  reading the works in  an d i rect
or a constructing mannerrfi- ä"s?ää'teWitt the question
ment ioned above,  about  the under ly ing system for  the
Pyramid drawings, because one can clearly see from
the drawing done to prepare the Wall-Drawing at the
exhibition Process & Konstruktion in Munich last year
that  LeWit t  can a lso develop the t r iangles by us ing
ways of  construct ion;  l ike the ones he used in  h is

series Locations of Points / Lines / Forms.25 yet,
some ar t is t ic  decis ions have been made here,  that
can not  be expla ined by the method of  construct ion.
ln the Locations series, LeWitt did not give infor-
mat ion about  measurements,  because th is  concept
can be repeated as often as required, on supports of
any  s i ze .26
In the drawing meant  to  prepare the works for  the
Munich exhib i t ion,  however ,  the measurements of  the
wal ls ,  as wel l  as the measurements for  the lengths
that  can not  be deduced f rom the construct ion me-
thod, are given. Thus, Ihis Wall-Drawing can be re-
peated only  on a wal l  o f  the same s ize.
LeWit t  wrote me about  h is  pyramid sculptures:
<For pyramids the drawings look like this:

The dark line is the base. The X is the apex. The
height is usually the same as the length & width of
the base or half or double. - Atl pieces are white.r27
These pyramids look l ike models carr ied out  af ter
drawings -  a  s tage in  the product ion process,  at
which one may sol ic i t  the ass is tance of  a technica l
drawing bureau to work out  th ings between the p lan-
n ing phase of  the pro ject  and the phase,  in  which i t  is
put into practice. The f lat surfaces of the pyramids
might  appear  in  var ious degrees of  br ightness,  due to
l ight  coming in  f rom only  one s ide.  One can get  an
immediate v isual  impression of  the p last ic i ty  of  the
body,  because the 'br ightness gradient '  o f  the p lanes

Sol LeWitt,  10/82, (798? Watercolour on hardboard, 1 4x20 cm. Courtesy Galer ie Schiessel ,  München



changes from strong to weak and from weak to
st rong.  One can exper ience the real  propor t ions of  the
body by going round i t .  Both observat ions may share
a cer ta in suspense between them, s ince the immedi-
ate ly  v is ib le 's implest  avai lab le pat tern '  does not  ne-
cessari ly give one the real proport ions of the body in
the space.  Somet imes you wi l l  even get ,  in  the case
of  some pyramids,  a two-d imensional  pat tern,  i f  the
l ight  meets the object  in  a specia l  way,  par t icu lar ly
when you see i t  for the very f irst t ime.
LeWitt's Working Drawings for the 'pyramids' show
thal Wall-Drawings and sculptures can be based on
cer ta in methods of  construct ion,  which in  turn can fa-
c i l i ta te the in te l lectual  process of  f ind ing forms.  They
are not, however, arranged so neatly as to give us a
sor t  o f  'grammar '  as consis tent  as the 'grammar '  o f
the 'bas ic  cube' ,  wi th  the log ica l  re lat ionships estab-
l ished between i ts  p lanes and i ts  three-d imensional
aspects.  This  suspense between c losed and open l i -
near systems is a sal ient feature of Sol LeWitt 's
@uvre: uThere are several ways of constructing a
work of art. One is by making decisions at each step,
another by inventing a system to make decisions.r2s
LeWit t  uses a l l  poss ib i l i t ies of  open and c losed sys-
tems wi thout  an aesthet ic  judgement  as a guide to a
preference of one of them or of a certain balance
between them. This  conceptual  ind i f ference against
aesthet ic  judgements is  a 'b l ind j r rp ' "  out  of
aesthetic conveniences. The surprising results may be
very far or very near to such conveniences: LeWitt
doesn' t  ca lcu late how far  the ' jump'  has to carry  h im
into new regions.  So h is  conceptual  ind i f ference to
aesthetic judgements is also an indif ference to the
dist inct ion between the old and the new. r

Translated by Michael Müller,
revised by the author

(1 ) Sol Lewitt ,  on the 
' l  

3th of January 1986, in a letter to the author. The thin strokes
of the sketch reproduced below, have been done by LeWitt with a penci l ,  and the
thick strokes have been done with a black felt  t io.
(2) LeWitt used the isometric display in patterned drawings of sculptures, already
some years  ago (c f .  Cat .  o f  exh ib .  S .L . ,  Haags Gemeentemuseum,  Den Haag,  1970;
Cat .  o f  exh ib .  S .L . ,  Pasadena Ar t  Museum.  Los  Ange les ,  1970;  Cat .  o f  exh ib .  S .L . :
Five Structures, Hamarskjold Plaza Sculpture Garden/John Weber Gallery, New York,
1 9 7 6 ;  C a t .  o f  e x h i b .  S . 1 . ,  M u s e u m  o f  M o d e r n  A r t ,  N e w  Y o r k ,  1 9 7 8 ,  p . 7 1 ,  p . 7 4 ,
d . u .

(3) As i t  emerg.es, for instance, from a watercolour reproduced in the catalogue of
th e exh i b ition Atir,ru.ctte ", t(Äs6e|att<rr^^g[v6eirr 7 Kassel, 1 984 a n d S i x l so-m etr ic
Figures drawn with india ink washes on the walls of the Gewad, Gent, i984.
(4 )  Cat .  o f  exh ib .  S .L . ,  Haags Gemeentemuseum,  Den Haag,  1970.
(5) Cat. of exhib. S.L.: lncomplete Open Cubes .. . ,  Kölnischer Kunstverein, Köln,
1979,  t i t le  page;  Cat .  o f  exh ib .  S .L . .  Museum o f  Modern  Ar t ,  New York ,  1978,  p .  81  .
Another alternative example for the isometry, as used by LeWitt:  cf .  e.g. Cat. of exhib.
Aquarelle, Kasseler Kunstverein, Kassel, 1981 Amerikanische Zeichnungen 1g30-
7980,  S täd t ische Ga ler ie ,  F rank fur t  a .M. ,  1985-86,  p .97 ;  Cat .  o f  exh ib .  S .L . :
Locations of Three Geometric Figures, Palais des Beaux-Arts, Bruxelles, 1974.
(6) R. ARNHEIM, Art and Visual Perception. A Psychology of the Creative Eye,
Berke ley /Los  Ange les ,  1957,  p .  203 a .o .
(7 )  In  ana logy  to  th is ,  h is 'cube ' ,  made o f  s tones  covered w i th  gesso (1984) ,  on
display at the exhibit ion Sculpture in the 20th century in Basel, has no top side,
because the cube is too high to al low one to see the top side (reproduced. e.g. in
S. GASSERT, Zwischen Kunsttourismus und Standortsuchein Kunstforum, 1984, Bd.
7 3 1 1 4 ,  1 9 8 4 ,  p . 7 4 .
In  1984,  one cou ld  see th is  in  a  mode l ,  d isp layed a t  the  Ga l le ry  Sche l lmann & K lüser ,
M ü n c h e n .
(8 )  Fron t  p lane:  ochre ;  top  p lane:  red ;  s ide  p lane:  b lue ,  b lack .  On the  pyramids .  the
colour red may appear on the front plane and at the shortened sides (See Cat. of
exhib. S.1., Au fond de la cour ä droite, Chagny, 1984).
In the free-hand sketches the colours have been given numbers (obviously before the
co lours  were  la id  on) :  1  =ochre ;  2 : red ' ,  3 :b lue ;  4 :b lack .
(9) J. MUKAFOVSKY, L'art comme fait sociologique in Actes du huitiöme Congrös
lnternational dq,Philosophie ä Prague,2-7 September 1934, Prague, 1936, p. 1068.
( 1 0 ) - J .  u U r e R O V S r Y ,  O p .  c i t . ,  p .  1 0 6 7 .
(11)$-eWitt gave i t  the number 14Ot82. LeWitt marks the drawings with dates. He
g ives  month ,  ( in  some cases)  day ,  and year .  The unusua l  s ignature  o f  th is  d rawing
was explained by LeWitt l ike this: uThe 82 would be 1982 but the 140 is a mystery.>

&Sou t{t" c}w*ti*d\ o* o'ß '
o \

In  the  second le t te r  (13 i  1 /1986)  he  wro te ,  a f te r  see ing  the  photograph I  had sent  h im:
K140/82 seems to be 10/82 as lcan see from the photo - anyway it is a date.>
l121 5 .L . ,  w i thouta  t i t le ,  in  Ar t fo rum,  October  1981,  p .  59-69 ,  and t i t le  page.  The
three visible planes of the drawn objects are marked by one dif ferent hatching for each
s ide  ( f ron t  p lane:  hor izon ta l ;  top  p lane:  d iagona l ly  f rom le f t  to  r igh t ;  s ide  p lane:
ver t i ca l )  .
Other sets of 'cube'-drawings 

in Cat. of exhib. Flyktpunkter, Moderna Museet,
Stockholm, 1984, p. 142-153; Edit ion S.L.: Forms derived from a Cube, Mult iples
Inc . ,  New York ,  Ga l le r ia  Bonomo,  Bar i ,  1984.
(13)  Between 1981 and 1982,  in  the  wa l l -d rawings ,  in  wh ich  the  t runcated  pyramid
and the obtuse-angled paral lelogram were used, Sol LeWitt varied the marking of the
several sides in the fol lowing way:
-  ha tch ings  w i th  b lack  cha lk  (d i rec t lons  o f  the  ha tch ings  fo r  each s ide  as  shown in

Artforum - cf .  note 12) (Cat. of exhib. S.L.: Wall-Drawings 1968- /984, Stedeli jk
M u s e u m  A m s t e r d a m ,  1 9 8 4 ,  N o .  3 5 3 ,  p p .  1 2 5  a n d  1 9 1 ) ;

- no marking of the several sides; black borders, 7,5 cm broad. to represent al l
edges of the objects (Cat. of exhib. S. L.:  Wall-Drawings .. . ,  as above, No. 361 ,

,  p p .  1 3 3  a n d  1 9 2 ) ;
- hatchings with black borders, 7 ,5 cm broad (direct ions of the hatchings for each

plane as in Artforum. See note 12 rcaL of exhib. S.L.: Wall-Drawings .. . ,
N o .  3 5 6 ,  p .  1 3 0  a . o . ,  p .  1 9 2 ) .

- various hues of grey (front plane: bright grey; side plane: black) on a bright grey
background (Cat .  o f  exh ib .  S .L . :  Wal l -Drawings . . . ,  as  above,  No.  354,  p .  128
a . o . ,  p .  1 3 3 ,  p .  1 9 1 ;  N o .  3 7 5 ,  p .  1 4 2 ,  1 4 8 ,  1 9 3 1 ;

- various coulour tones (the way the planes are marked is the same as in the
watercolours) on bright grey background and with a black frame along the whole
wa l l  (Cat .  o f  exh ib .  S .L . :  Wal l -Drawings  . . . ,  No.  380,  p .  140 a .o . ,  p .  1  54 ,  p .  1  93 ;
without frame repeated in Cat. of exhib. 20 jaar verzamelen, Stedeli jk Museum,
Amsterdam, 1984, p. 28], .

(14)  Ruper t  Walser  th inks  about  the  prob lem,  why there  are  no  curves  ano concave
and convexe planes of objects that could be outl ined by them (R. WALSER, Eine Reise
zu Sol LeWitt nach l tal ien in New Art in Europe, 10, 1985, p.8).
(15) The selection of colours is based on a closed system of combinations of four
colours with each other, which is shown in Four basic colors and all their combi-
nations, in Cat. of exhib. La Grande Parade, Stedeli jk Museum, Amsterdam, 1984,
p. 211 a.o. Within this system hue-variants are possible by using more of total ly f  .e.
Jqur,gr-f jve parts of one colour than of the one, two or three other colours. LeWitt
f i8Eftbif this closed colour-system with a l inear syntax which consti tutes an open
system. LeWitt uses dif ferent manners to denote the colours inlheWorking Drawings.
For an explanation of one of these manners see T. DREHER, Beuys zu Ehren, in: Das
Kunstwerkd XXXIX, 1986, in print.  See also the sketches for Wall-drawrngs, in: R.
WALSER, Process & Konstruktion, in New Art in Europe, 8, 1985, p.34; Cat. of
exhib. Mario Merz - Sol LeWiff,  Galleria Pieroni, Roma, 1985; Cat. of exhib. Chambres
d ' A m i s ,  M u s e u m  v a n  H e d e n d a a g s e  K u n s t ,  G e n t ,  1 9 8 6 ,  p .  1 1 6  1 ' l  9 .
( 1 6 )  R .  A R N H E I M ,  O p .  c i t . ,  p  2 2 6 .
(171 t(The light creates a spherical gradient that spreads from one point to all
direct ions in space.o (R. ARNHEIM , Op. cit . ,  p. 225], .
(18) Stronger colours in the front, paler colours in the back create a three-dimensional
v i s u a l  i m p r e s s i o n  ( c f .  R .  A R N H E I M ,  O p .  c i t . ,  p . 2 2 4 1 .
( 1 9 )  R .  A R N H E I M ,  c f .  n o t e  6 ,  p . 2 2 3  a . o .
(20)  So l  Lewi t t  in  a  le t te r  to  the  au thor  on  13 /1 /1986.
(211 Cat .  o f  exh ib .  S .L . :  Wal l -Drawings  c I .  no te  13) ,  No.407.  pp .  158 and 196.
(221 The body construction and the colours of this watercolour (cf .  note 3) are the
same as  in  one o f  the  wa l l -d rawings  a t  the  Ga l le r ia  P ie ron i ,  Roma.
(23) This also fal ls in l ine with Arnheim's hypothesis, that the distort ions can be
brought back into perspective to form the simplest possible pattern (cf.  note 16).
Q4 l  J .  MUKAFOVSKY ,  Op.  c i t . ,  p .  1069.
(25) See picture in: R. WALSER, Process und Konstruktion in New Art in Europe,8,
1985, p. 34 (see note 1 5) the wall-drawing put into practice is shown in a photograph
in: T. DREHER and W. HEINDL, Nachbericht.. .  in Fotosrafie Kultur Jat4t,40,.J985,.
p.78; M. HüBL, Prozess und Konstruktion, Münchenl 198b,;t : '17d)"l- fäir- ' ' ' ' ""
Other Pyramid-Wall-Drawings in Cat. of exhib., Arte contemporanea, Castello di Rivoli
( T o r i n o ) / c o m i t a t o  p e r  l ' a r t e  i n  P i e m o n t e ,  1 9 8 5 ,  p . 5 5 , 5 7 , 1 2 9  ( N o . 5 7 ) ;  C a t .  o f
exhib., Mario Merz-Sol LeWitt, ibidem, (exhib. criticized by P.L. TAZZI, in Artforum,
Summer  1986,  p .  134) ;  Cat .  o f  exh ib . ,  S .L . -Pyramiden,  Ga ler ie  Peter  Pakesch,  Wien,
1 986 (exhib. cr i t ic ized by P. GROOT , in: Wolkenkratzer Art Journal ,  Nr. 1 3, 3. JS.,
Jun i /Ju l i /August  3 /1986,  p .69) ;  Cat .  o f  exh ib . :  l ta l ia  Aper ta ,  Madr id / ldea Books ,
Amsterdam 1986; J. GUILLOT, S.L.: Wall-Drawings au Magasin, Grenoble, in
Galeries Magazine,14, 1986, p. 59. 86; Cat. of exhib. Eeuys zu Ehren, Lenbachga-
lerie, München 1 986, p 3.35^181,
(26) See Cat. of exhib. S.L.: The Location of Eight Points, Max Protech Gallery,
Washington D.C., 1974; Cat. of exhib. S.L.: Ihe Location of Three Geometric
Figures: Three Wall-Drawings, Galleria Sperone, Torino 1974,
(27) Sol LeWitt in a letter to the author on 211211985. The grid pattern of LeWitt 's
free-hand drawing is done with red felt  t ip, everything else is done with black felt  t ip.
The example ,  ac tua l l y  pu t  in to  p rac t ice ,  i s  pub l i shed in :  R .  WALSER (c f .  no te  14) ,
p.9. Announcement S.L., New Structures, Young Gallery, Chicago in Artforum,
S u m m e r  1 9 8 6 ,  p . 2 4 .
(28) Cat. of exhib. S.L. Wall-Drawings .. .  (cf.  nore 13), p. 20.
(29) L. WIJERS, Gesprek met Sol LeWitt,  in Museumjournaal 1512, apri l  1970,
p .  147.  On 13 .1 .1986 LeWi t t  wro te  me.  tha t  he  fo l lows today  the  same in ten t ion ,
which he had expressed in his definit ion of 'conceptual art '  as a 'bl ind jump' out of
the rat ional into the irrat ional while doing rat ional things automatical ly.

This art icle is a revised version of the german essay in: Cat. of exhib. S.L.: Aquarel le
von 1982-1985,  Ga ler ie  Sch iesse l ,  München,  1986.

Sol LeWitt (o1928, Hartford, Connecticut, U.S.A.) l ives and works
in Spoleto ( l tatyl and New York City.

Thomas Dreher is preparing a thesis on <Concept Art in America
and England between 1965 and 1975D. He works as an art-cr i t ic
tor Das Kunstwerk and Neue Kunst in Europa.
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