


ew York City’s historic Tribeca
neighborhood wasn'’t always
the upscale residential area
full of swanky bars and res-
taurants thatit is today. From
the mid-19th century on, the
neighborhood was a center for
the textile and cotton trade,
but by the mid-20th century,
the factories in this lower
Manhattan district had all but
closed. The area became an
industrial wasteland, earning
it the moniker Hell's Hundred
Acres. A 1960 census listed
just 382 permanent residents
living in Tribeca, less than
half of the population from a
decade before. If you lived there at that time,
chances are you knew most of your neigh-
bors. Here, artists sometimes established their
own venues and, as was the case with Park
Place Gallery, these were grassroots efforts.
Surrounding them was a buzz and energy that
getsmentioned frequently when art critics, art-
ists, and art historians discuss the 1960s New
York art scene.

“To be young and to be there at that time was
really great,” artist Patsy Krebs told the audi-
ence at a recent gallery talk at David Richard
Gallery. “For one thing, it was such a small commu-
nity that somebody like me — and there were many
people like me; I hadn’t even gone to school yet, really,
to study art — I could just walk up and knock on
somebody’s door, and you could say, ‘I just wanted to
see what you were doing. What are you working on
now?’ — and you were welcome.” Krebs is one of the
artists who showed at Park Place and is included in
David Richard’s current exhibition Park Place Gallery:
Founders and Friends, Then and Now.

Park Place Gallery was established in 1963 at 79 Park
Place in downtown Manhattan. According to Krebs,
the gallery had an informal start as a gathering
place for artists. “Park Place was in a very funky loft
building,” Krebs told the audience. “I think there

24 PASATIEMPO | February 17-23, 2017

Michael Abatemarco 1 The New Mexican

NEIN |

iR EIRESRR BB BRI L FNEE, ESEEONE

RKX PLACE GALLER

were three floors occupied by artists and there was
a top floor that was empty. At some point, people in
the building just started putting work up there. That
was really the beginning of the Park Place Gallery.”
David Richard is showing works from the time of the
gallery’s existence, along with later career works from
the founding members and their contemporaries.
When Park Place’s lease expired after just a
couple of years, several of the artists who had been
showing there moved to a new, permanent location at
542 West Broadway, rechristening the space as Park
Place, The Gallery of Art Research, Inc. Paula Cooper,
who served as president of the corporation, became
its second and last director in 1966. The name change
is significant because it reflects the experimental

concerns of the group, whose founding mem-
bers included five painters (Dean Fleming,
Tamara Melcher, David Novros, Edwin Ruda,
and Leo Valledor) and five sculptors (Mark
di Suvero, Peter Forakis, Robert Grosvenor,
Anthony Magar, and Forrest Myers). David
Richard is showing works by three of the Park
Place founding members (Fleming, Ruda, and
Valledor), and friends and co-exhibitors at Park
Place: Patsy Krebs, Linda Fleming, Ronnie
Landfield, Robert Swain, Neil Williams, and
Mario Yrisarry.

Krebs was a friend and sometime exhibitor at
the space. “I was twenty-two, and I came from
California,” she said. “It was a unique time for
us because Abstract Expressionism had been
the mode. [Willem] de Kooning and [Mark]
Rothko and all that group were really the main-
stream of abstract painting. What happened in
the ’60s is that that sort of cracked open into
three threads. One was Minimalism, geometric
abstract painting. One was Pop Art, and the
third was participatory, or performance art.”

The first of these threads appears to have
influenced many of the artists who showed at
Park Place. The artists were interested in non-
figurative and geometric abstraction, Hard-edge
painting, and large-scale works. Much of their
art was rooted in concepts related to percep-
tion and spatial relationships. The group, as

a whole, was interested in science and took a more
clinical, empirical approach to art-making as opposed
to the spontaneity and gestural emphases of their
Abstract Expressionist predecessors. “The thing 1
think really defined Park Place was everyone had this
shared interest in space and exploring space in the
third or fourth dimension,” said gallery co-director
and curator David Eichholtz. “That’s what coalesced
everybody, in a way. When you look at everybody’s
work from back then, you realize it wasn’t Op Art,
but it was clearly about visual perception and clearly
creating these illusions in the two-dimensional pic-
ture plane.”

continued on Page 26



Robert Swain: Untitled, 2015, acrylic on canvas .
Opposite page, Linda Fleming: Streak, 2016, powder-coated steel
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Park Place Gallery, continued from Page 24

The Park Place artists managed to fund their
projects and run the gallery because of a unique
proposition pitched to a handful of collectors: Fund
the gallery for two years in exchange for works by
each of the founding artists. The plan worked, but
the gallery closed in 1967 after the funding period
ended. Cooper then opened her own space, the Paula
Cooper Gallery, which has the distinction of being
among SoHo’s first galleries and proved seminal in
the development of Minimalism and conceptual art
through the 1970s. Cooper took on many of the artists
who previously showed at Park Place.

The artists connected with Park Place were inter-
ested in the theories of visionary inventor Buckminster
Fuller. Dean Fleming, who with his former wife Linda
co-founded a self-governed artist community called
Libre in the Colorado Rockies, still lives and works out
of a 40-foot geodesic dome inspired by Fuller’s designs.
He introduced Linda to Park Gallery and its roster of
artists in 1965; they married three years later. The gal-
lery is showing some of her works on paper, as well as
Streak, an example of her linear geometric sculpture.

Dean Fleming’s 1964 painting Papagos, Greece
is being shown along with several paintings from
throughout his career. Papagos, Greece is a symmet-
rical, multicolored design that shows the influence
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of the elaborate geometric patterns of Moorish archi-
tecture; the title references a journey he took from
Morocco to the Greek isle of Lesbos. Edwin Ruda
similarly worked in Hard-edge painting, making
bold and graphic use of geometry in compositions
that toy with viewer perceptions. Leo Valledor also
shared their interest in geometry. He came to New
York from San Francisco in 1961 along with Fleming,
a fellow graduate of the California School of Fine Arts.
In the 1950s, Valledor had been involved with the
influential San Francisco venue Six Gallery, where
Allen Ginsberg first read his famous poem Howl. He
was a champion of Hard-edge painting techniques
and combined them with a muted color palette. He
was an early proponent of shaped canvases, moving
the painting surface away from a traditional rectan-
gular format. Other artists, such as Robert Swain,
were also interested in geometric abstraction. Color
is of primary concern in the work of Swain, whose
practice deals with how psyche and emotion are
affected by colors when they’re experienced in pure
form, without the cultural associations we ascribe to
them. He catalogued thousands of colors in his career,
arranging many of them in different combinations in
studies composed using grids of shifting tones.
Krebs, too, works with gradations of light and dark
hues in spatial relationships, often using combina-
tions of rectangles, squares, and ellipses methodically

plotted out in works that border on optical illusion.
Her early works from the mid-1960s, such as Papados
and Tunisia, which are on view, are reminiscent of
Fleming’s work from the same time period. “I think
that many people in that group were interested in
this kind of magical moment, when you experience
the illusion of space but something immediately
snaps you back to the flat plane, and there’s kind
of a freefall in between those two experiences,” she
told Eichholtz during her talk. Krebs has continued
exploring geometric abstraction throughout her
career as a Postminimalist conceptual artist.

While there are aspects of illusion in the work of
some of the Park Place artists, their interests devel-
oped along a different trajectory than those of Op
artists, in whose work illusion is a primary char-
acteristic. Among the Park Place artists, color was
treated, in a sense, as a medium. “They looked at
color almost as a sculptural property,” art historian
Peter Frank told Pasatiempo. “Ellsworth Kelly was
not a Park Place artist by any means, but he felt the
same way — that color should be used to define area,
to map out distinct sections, to articulate form. The
color relationships were significant in the practice of
the Park Place artists, but color was defining form and
defining or contradicting volume, whereas the Op
artists were interested in the relationships between
colors, which often stimulated aspects of visual per-
ception in ways that played with the weakness and
easily trackable aspects of the eye.”

Park Place set a precedent for artist cooperatives,
several of which sprung up around the gallery in its
heyday and impacted movements that followed. “Park
Place figures as kind of a key locus for the energy and
thinking among artists of the 1960s,” Frank said. “It’s
related to the emergence of Minimal art and to the
cooperative movement. After the explosion of happen-
ings, environment art, and assemblage, which was at
the beginning of the ’60s, this was the next thing.” €
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Mario Yrisarry: Omega, 1964, acrylic on canvas; above left,
Patsy Krebs: Tunisa, 1966, gouache on paper



	ParkPlaceExhibition-Pasatiempo-17022017-p6
	ParkPlaceExhibition-Pasatiempo-17022017-p24
	ParkPlaceExhibition-Pasatiempo-17022017-p25
	ParkPlaceExhibition-Pasatiempo-17022017-p26

