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all works are in the collection of the 
Mildred lane Kemper art Museum 
unless otherwise noted

Anonymous Members of a People’s 
Commune in Fatshan 
(Chinese)
Dawn in the East, from the series  
The East Is Red, c. 1960-72
Papercut mounted on paper, 24 x 34 3/4"
gift of David a. Wilson, 1999

Gene Davis 
(American, 1920–1985)
Equinox, 1965
acrylic on canvas, 82 1/2 x 92 1/8"
University purchase, Bixby Fund, 1969

Marcel Duchamp 
(American, b. France, 1887–1969)
Pocket Chess Set, 1944
leather, celluloid, and pins, one of about 
25 unnumbered examples, 6 1/2 x 8 5/8 x 
3/8" (open)
gift of the Betty Parsons Foundation, 1985
 
Dan Flavin 
(American, 1933–1996)
Untitled, from the portfolio The New 
York Collection for Stockholm, 1973
Screen print, 48 / 300, 12 x 9"
gift of arthur and Sheila Prensky, 2004

Richard hamilton 
(British, 1922–2011)
A Postal Card for Mother, from S.M.S. 
No. 1, 1968
Photolithograph with fold out, 5 x 8" 
(closed) 
University purchase, 1990

Donald Judd 
(American, 1928–1994)
Poster for the Chinati Foundation, 1986
Poster, 23 1/4 x 33 1/8"
Stencil Typeface font (1926–31) 
designed by Josef albers (american,  
b. germany, 1888–1976)
Private collection

tibor kalman 
(American, b. Hungary, 1949–1999)
Chairman Rolf Fehlbaum, 1997
Book, 6 1/4 x 5 x 2" (closed)
Designed by Tibor Kalman and M&co., 
new york
Published by lars Müller and the 
german Design council
Private collection

Ellsworth kelly 
(American, b. 1923)
Red / Blue (Untitled), from the portfolio 
X + X (Ten Works by Ten Painters), 1964 
Screen print, 219 / 500, 24 x 20"
University acquisition, 1970

Fernand léger 
(French, 1881–1955)
Les belles cyclistes (The Women 
Cyclists), 1944
Oil on canvas, 29 x 36"
gift of charles h. yalem, 1963

Roy lichtenstein 
(American, 1923–1997)
Untitled, from the portfolio The New 
York Collection for Stockholm, 1973
Screen print, 48 / 300, 12 x 9 1/4" 
gift of arthur and Sheila Prensky, 2004

Claes Oldenburg 
(American, b. Sweden, 1929)
Striding Figure, 1971, from the portfolio 
Conspiracy: Artist as Witness, 1972 
Screen print, 91 / 150, 28 1/2 x 20 3/4"
gift of arthur and Sheila Prensky, 1984

George Romney 
(British, 1734–1802)
Portrait of the Honorable Francis North, 
4th Earl of Guilford, 1780
Oil on canvas, 50 1/2 x 40 3/8"
University purchase, Parsons Fund, 
1916

Andres serrano 
(American, b. 1950)
Red River #10, from the portfolio 10: 
Artist as Catalyst, c. 1992
Screen print, 53 / 100, 26 x 26"
University purchase, 1994

Ettore sottsass 
(Italian, b. Austria, 1917–2007) 
Perry A. king 
(British, b. 1938)
Valentine Portable Typewriter, 1969
Plastic and other materials, 3 7/8 x 13 x 
13 1/2"
Manufactured by ing. c. Olivetti & c. 
S.p.a., ivrea, italy
Private collection

Andy Warhol 
(American, 1928–1987)
Rebel Without a Cause (James Dean), 
from the portfolio Ads, 1985
Screen print, aP, 38 x 38"
gift of andrew J. Feldman, 2012

lawrence Weiner 
(American, b. 1940)
Green as Well as Blue as Well as Red, 
1972, reprinted 2012
artist’s book, 6 3/4 x 4 3/4 x 5/8" 
First edition published by Jack Wendler 
gallery, london 
reprinted by Zédélé Éditions, Brest, France
Private collection

Marco Zanuso 
(Italian, 1916–2001)
Richard sapper 
(German, b. 1932)
Doney Television, designed 1962, 
reissued 2005
Plastic and other materials, 13 x 14 x 14 1/2"
Manufactured by Brionvega S.p.a., italy
Private collection

Mao Zedong 
(Chinese, 1893–1976)
Quotations from Chairman Mao Tse-
Tung,  
1964–1976, printed 1996
Book, 5 1/4 x 3 5/8 x 7/8" 
Published by china Press  
Private collection

also on view:

Sifting Red, 2013
Film stills and other images transferred 
to DVD, 12 min. (looped)

Fall 2013

“there is something wrong, irresponsible, and mindless 
about color, something impossible to control.”   
ad reinhardt, 1960  

“if one says ‘red’ (the name of a color) and there are 50 
people listening, it can be expected that there will be 50 
reds in their minds. And one can be sure that all these reds 
will be very different.” 
Josef albers, Interaction of Color, 1963 

“language is like red paint. it’s totally dependent upon how 
it’s used, where it’s used.” 
lawrence Weiner, “The Possibility of language Functioning as a representation of 

non Metaphorical reality, e.g. art,” 1997 



Color is a material. Color is a surface. Color is auton-
omous. Color knows no boundaries and straddles 
disciplines. Color exists in the natural world, in the 
man-made world, in science, and in art. Color can be 
natural or synthetic. We cannot touch color, taste color, 
or hear color, but we can see it and we can remember it.

In art and design, colors are selected.

Red is the first color in art. Red (with black and white) 
was used in the oldest known prehistoric cave paintings. 

Red is a primary color and is the most forward of colors. 
Red objects and surfaces advance in space. 

Red is the signal color—danger, heat, passion, war—
the strongest of colors and the most fragile—more 
prone to fading than any other color.

Red is the color of blood, life, eros, seduction, passion, 
love, anger, heat, danger, war, political ideologies, 
bravery, privilege, and status. All colors’ meanings 
are culturally conditioned, but the multiple meanings 
and associations of the color red are the most varied 
and often contradictory. From the “red threat” of the 
Cold War to the “red states” of the present, its political 
meaning is defined by history. 

The selection of a color or colors is a choice, a choice 
that implies a preference. The selection of color may be 
informed by intuition, availability, technique, meaning, 
chance, or personal taste, or it may be dictated by 
program or client. Colors may or may not be selected 
for their associations or their meaning. 

lawrence Weiner’s small red artist’s book Green as 
Well as Blue as Well as Red (1972) shifts the selection 
of a color away from the artist to the reader. Weiner 
ceased painting in the mid-1960s, preferring instead 
composed texts primarily applied to the walls of spe-
cific sites and in his artist’s books. Weiner’s book—its 
design and content—replaces painting. Using words 
instead of pigment, the color is not chosen by the 
artist. Instead, the reader imagines the color or any 
other color without hierarchy: “In painting a canvas red, 
I implicitly say to you that my red is better than yours.” 

Theories ascribing meaning, feelings, and psycho-
logical effects to colors have preoccupied artists, 

philosophers, and scientists for centuries. Color 
wheels and charts propose harmonious and inharmo-
nious color combinations. Color science researches 
the possible emotive effects and behavioral changes 
provoked by color. Numerous twentieth-century and 
contemporary artists have associated colors with spiri-
tual and emotional meaning. 

In contrast, some artists have rejected the idea of har-
monious or inharmonious color combinations as well 
as color’s associative meanings: the later multicolored 
sculptures of Donald Judd; Ad Reinhardt’s “black” paint-
ings; Gerhard Richter’s chance-derived color charts. For 
the painter Ellsworth Kelly, “color has its own meaning.” 
In Donald Judd’s 1993 essay on color, he argued against 
emotive meaning in color: “No immediate feeling can be 
attributed to color. Nothing can be identified…. If there 
were an identifiable feeling to red or to red and black 
together they would not be usable to me.” 

While color is quite capable of conveying meaning, 
the interpretation of color always remains subjec-
tive. Ettore sottsass, the Italian designer, along with 
Perry A. king, of the red Olivetti Valentine Portable 
Typewriter (1969), acknowledged red’s fluctuating 
meanings: “Every color has a history. Red is the color of 
the Communist flag, the color that makes the surgeon 
move faster, and the color of passion.” 

“it’s funny how the colors of the, like, real world 
only seem really real when you viddy [see] them on a 
screen.”
Anthony Burgess, A Clockwork Orange, 1962 

Many of the artists in this exhibition made films, includ-
ing Marcel Duchamp, Fernand léger, Claes Oldenburg, 
Roy lichtenstein, and lawrence Weiner, and others 
reference films in their work. Andy Warhol, one of the 
most prolific artists/filmmakers, directed or produced 
hundreds of films from 1963 to 1987. 

The relationships and affinities between art and film are 
many. The exhibition’s film loop, Sifting Red, examines 
the use of red in art, design, advertising, and film—
primarily in the work of three film directors: Jean-Luc 
Godard, Michelangelo Antonioni, and Stanley Kubrick. 

Both Jean-Luc Godard and Michelangelo Antonioni 
were intrigued by the possibilities of color in film, 
moving away from their earlier work in black and white 
to films in color in the 1960s—Godard in 1961, with his 
first color film, Une femme est une femme, followed by 
Antonioni’s first color film, Red Desert, in 1964. 

Both directors altered the appearance of objects, 
walls, and the landscape with paint, and both devoted 
considerable attention to the color palette of clothing, 
signage, furnishings, and lighting. 

Godard was preoccupied with saturated primary 
colors—particularly red and blue—the colors of the 
contemporary landscape of commercial signage, auto-
mobiles, consumer products, comic strips, and pop art. 

In Antonioni’s Red Desert the colors of the natural 
world are masked, suppressed, or altered. Despite its 
title—a title Antonioni says he arrived at intuitively—
the color red appears prominently in only one scene: a 
red painted shack, the site of a thwarted orgy. 

The use of red in Stanley Kubrick’s films varies, from 
the iconic blinking red light or eye of the malevolent 
computer HAL, and the glowing red spaces of HAL’s 
internal access chambers, in his 1968 film 2001: A 
Space Odyssey, to the redcoats of Barry Lyndon (1975) 
and the inexorably slow-motion waves of blood in The 
Shining (1980).
 

“Art is not about explanations. Art is not about 
solutions. Art is about taking empirical reality and pre-
senting it.”
Lawrence Weiner, “The Possibility of Language 
Functioning as a Representation of Non Metaphorical 
Reality, e.g. Art,” 1997

The works in this exhibition portray a variety of 
intentions, techniques, meanings, mediums, and appli-
cations of the color red. Red is the color of privilege 
and status (George Romney’s Portrait of the Honorable 
Francis North, 4th Earl of Guilford [1780]), the color 
of menstrual blood (Andres serrano’s Red River #10  
[c. 1992]), the color of communism (Dawn in the East 
[c. 1960–72] by Anonymous Members of a People’s 

Commune in Fatshan, China, and Mao Zedong’s 
Quotations from Chairman Mao Tse-Tung, 1964–1976), 
and the color of an “anti-machine” (sottsass and king’s 
Valentine Portable Typewriter [1969]).

Its hue is relative to adjacent colors (Gene Davis’s 
Equinox [1965] and Fernand léger’s Les belles cyclistes 
(The Women Cyclists) [1944]). Paired with blue, red is 
capable of advancing and receding in depth on two-
dimensional surfaces (Ellsworth kelly’s Red / Blue 
(Untitled) [1964]). Its combination with black becomes 
a pairing characterized by Donald Judd as a “two-color 
monochrome” (Donald Judd’s Poster for the Chinati 
Foundation [1986], Dan Flavin’s Untitled [1973], Roy 
lichtenstein’s Untitled [1973], and Claes Oldenburg’s 
Striding Figure [1971]).

Some works (the paintings) are unique, many (the 
prints) are numbered multiples, and others are mass-
produced (the typewriter and, in the largest numbers, 
the smallest object in the exhibition, Chairman Mao’s 
Quotations from Chairman Mao Tse-Tung, proving that 
size does not equate with importance).

Stephen Leet
Professor of Architecture
Sam Fox School of Design & Visual Arts


