ly life. Scott Burton'’s pol
Three Quarter Cube Bench
tures that highlight the
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OPPOSITE: The living room is furnished with Josef Hoffmann pieces.
Over the fireplace is an acrylic-on-poplar work by Anthony Sansot-
ta. Wallpiece, a 1989 sculpture by LeWitt, is mounted at left; his 1987
maquette for Untitled to the Missing Jews is on the chest of drawers.

and Sofia, who offers a clear descrip-
tion of a piece Alighiero e Boetti cre-
ated for her birthday. It is a blue ball-
point-pen-on-paper work dotted with
commas. “There is a comma for every
letter of my name,” she says proudly.
Both children are talented pianists
and, like their father, often draw.

The sculptures, works on paper
and paintings that fill the house are
only part of the LeWitts" collection,
which consists of nearly two thou-
sand pieces. Other works occupy the
couple’s New York apartment and
their summer house in Spoleto, Italy,
or are on loan to such institutions as
the Neuberger Museum of Artin Pur-
chase, New York, and the Rose Art
Museum at Brandeis University near
Boston. Sol LeWitt has also loaned
eleven hundred pieces to the Wads-
worth Atheneum in Hartford, Con-
necticut, which recently held an exhi-
bition of a hundred and sixty works
titled “Open Mind.”

The collection reflects the artist’s
unusual philosophy. Unlike most col-
lectors, LeWitt doesn’t work from a
master plan or look for specific pieces.
Thus, works by well-known artists
share space with significant pieces by
otherwise obscure artists. The collec-
tion has been described by art critic
Michael Brenson as “itself a gigantic,
organic and amazingly idiosyncrat-
ic work of Conceptual art. . . . casual
yet precise, anti-ideological yet so
coherent and inclusive that it seems
programmatic.”

And yet this solid collection is only
an adjunct to LeWitt’s primary ac-
complishment—his own art. The man
who pioneered the school known as
Conceptual art, whose work has had
a profound effect on the course of
modern art, LeWitt is a prolific, even
prodigious, producer. Since his first
group show in 1963, LeWitt has had
three hundred solo exhibitions and
more than seven hundred and fifty

ABOVE LEFT: A series of aquatints by Tony Cragg adorns the upstairs
landing. At right is a Marco Bagnoli sculpture. ABOVE: LeWitt's 1986
Pyramid stands before a window in the living room. An ink wash by
Alessandro Twombly hangs above Joelle Anderson’s ceramic Anemone.

group exhibitions, and he has pub-
lished over fifty books, in which he
explores the myriad ramifications of
his visual vocabulary.

LeWitt has tried hard to make his
art accessible. He has also tried to find
ways to share the works he has ac-
quired with a broad audience. “We
want the art to be available,” he says.
“What is the use of it if it sits in
a basement?” The collection reveals
an enormous diversity. [ts most im-
portant works are Minimalist and
Conceptual pieces by artists such as
Robert Mangold, Fred Sandback and
Robert Ryman, but another strength
is European art, including the work
of Susana Solano, Gerhard Richter,
Mario Merz and Franz West. LeWitt
also owns many notable pieces by
Eva Hesse, who was a friend and
neighbor when he lived on the Bow-
ery in New York, and who in her
short, tragic life produced only a
small body of work.
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WOIKS On paper, but paper ana scuip-
ture are supplemented by paint
prints, mail art, artists’ books, musical
scores, tape recordings, poetry, peri-
odicals, museum publications and
original manuscripts. Most works are
recent, but some, like the Japanese
hand-colored photographs, date as
far back as the 1880s. LeWitt also has
a selection of furniture by early-twen-
tieth-century designer and architect
Gerrit Rietveld.

With a collection of this magnitude,
it is worth considering the quality of
the objects in relation to their quanti-

ty. There are few monumental works
and few widely known as master-
pieces

He puts just as much value
on seemingly ephemeral works
he does on large pieces,” observes
Kimberly Davenport, associate cura-
tor of contemporary art at the Wads-
worth Atheneum. “The collection is
completely nonhierarchical ” This is

an unusual stance among collectors,
most of whom try to amass a col-
lection with a powerful signature.
LeWitt himself points out, “1 am not
ideological. I wouldn't fill in blanks
because a period is missing.” Adds
Carol LeWitt, “We're sort of catch-as-
catch-can collectors.”

Most works come from bartering
not only with artist friends but with
dealers | show with,” LeWitt explains.
“Itdepends a lot on the willingness of
the dealers or the artists to barter. 50
we're sort of limited and are unable to
pursue certain works because theyre
financially unobtainable.”

This was especially true early in his
career, when LeWitt had little money
and acquired what was offered to
m. In those days he lived almost

frugally, and some of his friends sus-
pect that he often chose to receive
payment from his gallery in the form
of works by other artists. Later, as
money became more available and he




married Carol, the collection broad-
ened, and the artworks became more
important and larger in scale.

“Because we were in Europe in the
1980s, we missed certain trends in
America,” says LeWitt. On the other
hand, the couple wasted no time in
Europe, and they collected pieces by
artists who are rarely seen in Ameri-
ca, such as Hanne Darboven, Bern-
hard and Hilla Becher, Shirazeh
Houshiary, Isa Genzken, Giulio Pao-
lini and Jan Dibbets. That is what
makes their holdings fascinating:
There is a sense of adventure, of qui-
et passion. As Brenson has written,
“This is the collection of an artist who
wants people to think clearly, laugh
wryly, exclude as little as possible and
never feel boxed in.”

Before their daughters were born,
Sol and Carol LeWitt lived a relatively

BELOW: An oil created for the LeWitts by Arlen Huang is set between
the dining room windows, Resting on the floor are two Nicholas Pear-
son drawings. The small framed piece at right is Cameras, an ink-on-
paper by David Higginbottham. The chairs are by Josef Hoffmann.
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spare, peripatetic life, traveling wher-
ever LeWitt’s exhibitions would take
them, from Rome to London to Mon-
treal. “We traveled so much and so
fast, we could only have small bags,”
recalls Carol LeWitt. “If | had told any
of our friends a few years ago that
we would be living the kind of life
we live now in Connecticut, no one
would have believed me.”

The comfortable affluence of the
Connecticut house is markedly differ-
ent from the residence immortalized
in LeWitt's 1980 Autobiography. A book
that comes as close to self-revela-
tion as the artist seems to allow, it
is a wordless black-and-white photo-
graphic catalogue of every object in
the space where he once lived and
worked on New York's Hester Street.
It is a meticulous record of a man’s
possessions, almost lunatic in its

democratic treatment: Sculpture, fuse
boxes, newspaper clippings, window
gates, photographs of his mother,
tools and mixing bowls are all record-
ed in 2%-by-2%-inch photos. “The ob-
jects around a person—the physical
things—tell you what the person is
like,” says LeWitt. “I lived there for
twenty years. My personality impact-
ed the space. You can tell more about
me from these pictures than if you
saw my face.”

Although the couple have since left
Hester Street, they maintain a loft
nearby, and when theyre not in Con-
necticut they spend time there or in
their 5poleto house. They have been
together since 1977 and have been
married since 1982, They met when
Carol worked at Parasol Press and
was putting together a portfolio of

continnwed on page 222

OPPOSITE: In his daughters’ room, LeWitts Painfed Horse is on a
rug of his own design. “I see the collector not as an owner but as
a trustee,” he says. “The collector’s role is to protect it, preserve
it and allow it to be seen and carried intact to the next generation.”




