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JAMES HOLLAND-HIBBERT

Richard Smith’s studio in Bath Street, London, 1963 with Zoom, 1963

Richard Smith arrived in New York in 1959 and
immediately embraced the American media culture
of billboard advertising, consumer products and the
sumptuous colour of glossy magazines. It was a new
world that inspired him to paint on an ambitious scale
in his Downtown studio, using subject matter inspired
by the mass-produced imagery of Uptown urban
life. He never entirely rejected pure abstraction yet
inspired a generation of artists with his references
to contemporary culture which formed the catalyst for
what later became known as Pop Art. These paintings,
from the period 1959–63, reveal the daring colour
sense, expressive brushwork and stylistic devices that
established Smith as one of the most influential and
respected artists of his generation.
Hazlitt Holland-Hibbert is indebted to all those
who have helped with the exhibition including Michael
Findlay, who encouraged the idea of a show, and the
many public and private lenders who have enabled us
to select such a fine group of works from this period.
Many of these paintings have never before been
exhibited in London and the extraordinary goodwill
towards this exhibition has been hugely appreciated
by all involved.
Richard Smith was held in high regard by his
contemporaries and we are extremely grateful to those
artists who have contributed to the catalogue. I am also
particularly thankful to Marco Livingstone for curating
the exhibition and his authoritative and insightful
essay, and Rosalie Savory for her indispensable help
throughout. Without their input this exhibition really
would not have been possible.
Considered by many to have been overlooked in
recent years, this group of works reveal the richness,
energy and sheer impact of Smith’s painting. It is
an exhibition which is long overdue and we are truly
grateful to Betsy Smith and her two sons, Edward
and Harry, for entrusting us with the responsibility
to reassess the significance and quality of Richard
Smith’s early work.
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MARCO LIVINGSTONE

Flip Top, 1962 (detail)

Delirium is a word that comes to my mind when I look
at the intoxicatingly beautiful, achingly sensual, richly
coloured and unabashedly seductive large canvases
painted by Richard Smith between 1959, the year in
which he first visited New York on a two-year Harkness
Fellowship,1 and 1963, when he was on the point of
returning there after a similar spell in London. That the
word sounds, too, like the brand name of an upmarket
perfume or a Hollywood film classic is not wholly
inappropriate, given that these paintings are infused
with the scent of luxury and with the aura of popular
culture, commerce and the spectacle of modern life.
‘America really drove me in very positive ways,’
recalled Smith in an interview for the British Library’s
Artists’ Lives project in 2011. ‘I became very much my
own person.’ 2 Smith’s paintings of this first New York
period, the earliest of which were created just months
after his 28th birthday on 27 October 1959 and only two
years after the completion of his postgraduate degree at
the Royal College, occupy a unique position in the history
of postwar painting and indeed even within the artist’s
own highly individual development. Various of these
works were included in his first solo exhibitions in New
York and London, beginning with the Green Gallery in New
York from 4 to 29 April 1961, then in London at Smith’s
Bath Street studio exhibition (July 1962) 3 and at his
solo show at the Institute of Contemporary Art (18
October – 24 November 1962), and finally again at the
Green Gallery (19 February – 16 March 1963).4
In their large scale, bold colour and gestural
brushed surfaces they take on board the challenge
of American Abstract Expressionism, and in particular
the work of such painters as Mark Rothko and Sam
Francis, who communicated their vision respectively
through veils of translucent oil paint and tenderly
brushed marks applied in thin washes of high-keyed
colour. At first glance, Smith’s work has much in common
with the Post-Painterly Abstraction and Colour Field
Painting that took such elements from Abstract
Expressionism into more purely formal directions,
steeped in colour and revelling in the enveloping
atmosphere of monochromatic composition, divested
of the angst-ridden tone of the older generation’s work.
Smith was taken by the critic Clement Greenberg to
meet the Colour Field painters based in Washington
DC, notably Kenneth Noland, who became a friend and
whose work he admired. The simplicity and centralized
focus of Noland’s ‘target’ paintings provide a telling
point of comparison, though their insistent flatness and
elimination of the handmade mark have a different feel
to the pointedly human touch of Smith’s work.
7
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Richard Smith, John Kasmin and David Hockney at The Walker Art Center,
Minneapolis, for the opening of the exhibition London: The New Scene, 1965

Smith’s highly intelligent appraisal of the possibilities of
pure painting led him to find very personal solutions and
to take inspiration not only from other areas of contemporary
painting, but also from aspects of contemporary culture
at large, which might have appeared to be incompatible.
The simplicity and geometric appeal of the paintings of
Ellsworth Kelly, for instance, which he had first seen in
London and which he got to know better when he made
the artist’s acquaintance during his first stay in New
York, 5 gave him license to strip down the shapes within
his canvases to their most elemental forms. Saturating
the cotton duck support in layers of high-keyed pure
colour and animating – or even caressing – that surface
with sweeping but carefully applied brushwork which
even the most inattentive viewer understands as the
result of the actions of the artist’s hands and arms,
Smith time and again creates a physically palpable
and highly emotive environment that comprehensively
occupies the viewer’s field of vision.
The stroke of genius in these early works by Smith
lay in his understanding that this language of painting,
however attractive in itself, could be given even greater
depth through connections with the visual stimuli that
he found in the modern urban environment. It is in this
oblique sense, rather than out of a programmatic intent,
that Smith found himself in the vanguard of Pop Art, which
both as a movement and as a label remained something
of an irrelevance to him given his very personal and
poetically indirect take on the same sources that were
beginning to attract the attention of those painters and
sculptors both in the USA and the UK now more readily
thought of as Pop.6 Prominent examples of this mainstream
definition of Pop include Andy Warhol and Roy Lichtenstein,
with their early paintings derived from cheap newspaper
advertisements and low-priced consumer products; James
Rosenquist, with his billboard-scaled canvases steeped in
commercial imagery; and Peter Blake and Warhol, again,
who were among the many to make direct recourse to
film stills through photographic appropriation and collage.
Yet Smith’s contribution to Pop, almost uniquely through
a notionally abstract language, is to be celebrated
precisely because he found such an imaginative way of
responding to the same areas of visual invention that
Warhol later so cannily described in the opening pages
of his book POPism: The Warhol Sixties as ‘images that
anybody walking down Broadway could recognize in
a split second, […] all the great things that the Abstract
Expressionists tried so hard not to notice.’ 7
Smith was not one to intellectualise his perceptions
of popular culture and commerce, or to look down on them
from the lofty vantage point of a ‘fine artist’. He was

immersed in all of this as an avid fan of the cinema,
jazz, musicals and other forms of popular music, as an
enthusiastic smoker, as a reader of Look, Life and the
other glossy magazines of the time and as a discerning
consumer entranced, but not blindsided, by the presentation
methods and forms of seduction practiced by advertising
agencies. The titles of the paintings often provide clues
to their origins: Somoroff 1961, for example, namechecks the still life photographer Ben Somoroff (1916 –
1984), with whose work for the magazine Harpar’s Bazaar
he was very familiar. Smith was by no means an uncritical
end user. Even before going to New York he had read
The Mechanical Bride: Folklore of Industrial Man, first
published in 1951, by the Canadian philosopher and
social commentator Marshall McLuhan, and was excited
by its dissection of the methods employed to serve the
market’s agenda.8 While maintaining a clear understanding
of the manipulation of audience response engaged in, for
example, by the Madison Avenue agencies, he nevertheless
admired the artfulness and sleek efficiency of their
techniques. As a brilliant lateral thinker, he was quick to
recognise the possible applications to his own paintings
of devices formulated in the commercial sector for
engaging the attention of an audience and winning it
over, often on an almost subliminal level.
Living in the poorer downtown areas of Lower
Manhattan,9 but looking for inspiration primarily to
the much more elegant midtown and uptown districts,
Smith was unusual in the context of Pop for favouring the
upmarket, uptown environment. That his live/work space
was in the relatively shabby and bohemian downtown
environment inhabited by emerging artists, while his
aspirations were represented by the luxury of the more
uptown districts, may well have sharpened the contrast
between these two sides of the city and accentuated the
allure of what he himself later described as ‘the upscale
imagery [of] store windows [and] magazines’.10 Midtown
included the prosperous business and shopping area
of 57th Street, where fittingly he was to show many of
these early paintings in his first solo show, arguably the
first solo show in New York by any painter associated
with Pop, at Richard Bellamy’s recently opened Green
Gallery. 11 Claes Oldenburg, Jim Dine and others savoured
the street-level urban culture of the downtown areas in
which they lived and worked; Lichtenstein and Warhol
looked to the crudely drawn, and by then already oldfashioned, advertisements printed in tabloid newspapers
and the Yellow Pages, and to visual forms, such as comic
books, that were thought of either as working-class or
teenage entertainments. For Smith, as for his friend
Richard Hamilton back in London, working much more
9

Richard Smith exhibition poster, Green Gallery, New York, 1963

Richard Smith exhibition at the Green Gallery, New York, 1963
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explicitly with sources in sophisticated advertising and
product design, there was far greater potential in the
upper reaches of the visual environment, perhaps not
just in spite of, but even because of, the fact that these
areas of production might be deemed to be tainted by
the allure of money and profit. This chimed with Smith’s
appreciation of a contemporary architectural context
befitting contemporary life, as seen in the 1962 painting
Dream Kitchen, and extended also to his embrace of
loft-style living first in downtown Manhattan and then on
his return to London in late 1961, when he was a
pioneer in recreating that kind of live/work space.12
For Smith it was not just a question of reflecting
the scale and immersive quality of the quintessential
modern metropolis, New York City, of which he was a
keen new inhabitant. Coming from Great Britain at a
time when the drab greyness of post-war austerity was
yet to give way to the vibrant Technicolor world of the
Swinging Sixties, he was also an avid student of, and
participant in, the consumer culture that he found in
such abundance in America, ‘The Land of Plenty’. It was
this flourishing environment that provided inspiration and
ideas that he recognised could bring a new energy and
sensibility to his painting. The huge billboards advertising
consumer products; the illuminated advertising signs
perched above Times Square; the logos of corporations
or radio stations; the fanfare of a theatrical spotlight
all could, and in his case did, give impulse to paintings
that conveyed the excitement he felt in that new dynamic
environment. That these were often half-remembered,
inexactly recreated from memory rather than from
photographic or printed references kept at the studio,
reinforces a sense of these forms as buried deep within
the artist’s consciousness. There is a direct correlation
between such sources of inspiration and the extraordinary
paintings that he created time and again during this brief
period, such as After Six, Formal Giant 13 and WNEW-AM,
all of 1960, and in paintngs such as Billboard and WADO
from 1961. Candy-coloured and vaguely reminiscent of
a radio dial, WADO typifies these paintings in the subtle
and suggestive ways in which they took their cues, both
in their shapes and colour schemes, from passing
glances of the world around him.
Specifically cinematic references and devices,
including motifs made with cropping, close-ups and zoom,
are at play in several of these paintings. The shapes
in Premiere 1962 suggest the multicoloured spotlights
used to attract the attention of passers-by to a
glamorous event; the rainbow-hued Garland 1962 was
conceived as a tribute to Judy Garland, whom he had
seen perform in London, and specifically to her youthful

Richard Smith in his studio, Bath Street, East London, circa 1963
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Panatella, 1961. Tate, London

Timepiece, 1962. Private collection, New York
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performance of ‘Somewhere Over the Rainbow’ in The
Wizard of Oz; and there are intimations of the frames
of motion pictures on strips of celluloid in the near
repetitions and rhythmic designs of such paintings
as Trailer 1962, and in Trio, Trailer I and Zoom of
1963 14. The form of mass-manufactured objects as
mundane as a coin, a cigar band, a wristwatch all find
their equivalent in Penny 1960, Panatella 1961 and
Timepiece 1962, and in a group of paintings inspired
by cigarette packs such as Kent 1962,15 Flip Top 1962
(referencing a novel type of packaging), Packet of
Ten 1962 and Tip Top 1963.
One of the marvellous things about all these early
paintings by Smith, which seem still so fresh and so alive
after more than half a century, is that nothing seems
off-limits in terms of inspiration. They are comfortable
in their own skin, rejoicing in their painterliness and
unabashed beauty yet unafraid of a comparison between
the materiality of oil paint, signifying high culture, and
the supposedly superficial cosmetics industry, which
Smith alludes to in Revlon 1961, a 72 × 90-inch painting
dominated by a massive truncated circular form that
seems positively aglow. The earliest painting in this
exhibition, made in March 1959, more than half a year
before his arrival in New York that autumn, is titled with
the initials of Marilyn Monroe. The alchemical process
by which this screen goddess’s extraordinary beauty
and über-feminine face is translated (from a colour
photograph on the cover of a mass-circulation magazine)
into irresistibly languorous painted marks and succulent
colours reveals the confidence and ease with which
the young artist was able to convey his chosen subject
in visual metaphor, replete with nuance of mood and
visual sensation.
The humour that animates many of these paintings
is gentle and unobtrusive, as shy and diffident as the
man was himself. The three incomplete but suggestively
three-dimensional circles in the upper register of
Patty-Maxine-Laverne 1961, named after the Andrews
Sisters, the hugely popular vocal group of the Swing
Era, are stand-ins for the three sisters, forever fixed
in place in harmonious union. It is impossible to ascribe
a specific interpretation for these shapes as signs: they
could be human heads, lipsticked lips opened wide in
song, theatrical spotlights or projections. It is through
that very ambiguity and possibilities of multiple readings
that Smith created deceptively simple images that
linger in the mind.
There is a great feeling of joy exuded by these
paintings: in their sensuous and shimmering surfaces,
in their richness and variety of colour, and not least

Trailer I, 1963. Stanley Museum of Art, University of Iowa, Iowa City

in the disarming and often misleading simplicity of
the forms they contain. Often what appears to be
straightforward or symmetrical in format turns out,
on closer examination, to be subverted from within
in unexpected ways, as in the case of the long green
dashes placed almost haphazardly around the top and
lateral edges of Billboard 1961; the composition here,
like the huge slab of orange-red that sweeps over the
surface, which changes constantly in complexion,
comes across not as a design but as the inevitable
product of pure intuition, one mark following another.
The result is gleefully free from rationality. As a
spectator, one is encouraged simply to submit to the
force of this pure sensation, as one might give in to
any other pleasurable temptation. A delight in the
senses is the operating principle. One ingests these
paintings as one might imbibe food or alcohol; one
succumbs to their allure as one might respond to the
flesh or body of a beautiful person, or to any item as
an object of desire.
Among Smith’s fellow students at the Royal
College of Art were Frank Auerbach and Leon Kossoff,
both then, as now, admired for their tenacity in forging
a ‘hard-won’ image: in Auerbach’s case especially the
paint accumulating over time, the surface constantly
wiped clean and remade in a continuous struggle to
pin down the artist’s sensation in confrontation with
his subject. Smith’s paintings of the early 1960s, by
contrast, appear untroubled, with no sign of undue
exertion or second thoughts, as if they had each arrived
fully formed. It is all a disguise, of course. The intention,
as with the precisely choreographed dance routines
of Fred Astaire and Ginger Rogers that Smith greatly
admired, was to plan a performance with such precision
and assurance that its execution appeared preordained
and effortless. The audience of such mastery, released
from any obligation to share in, or even consider the
possibility of the anxiety of failure, is left free simply to
enjoy the spectacle. When I look at these paintings by
Smith, I ask myself the same questions that the fans
of those film musicals must have asked of themselves
in the face of such artistry: how do they make it look
so easy, how do they convey so much joy, and aren’t
we lucky to witness it?
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NOTES
1 Smith delayed his arrival in New York to
October or November 1959 so that he could
first participate in an exhibition called Place
at the Institute of Contemporary Arts, London,
in October 1959, with Robyn Denny and Ralph
Rumney. For this show the three painters
produced a number of paintings each in two
agreed formats, in a specific combination of
colours, all of which were displayed resting
directly on the floor at right angles to each other
in the form of a maze so that only one artist’s
work was visible at a time. These paintings, which
are more purely non-referential, form a separate
development from those that are the subject
of the present exhibition, though the catalogue
introduction by Roger Coleman discusses the
importance of the mass media to the work of
these artists, and specifically their adoption
of Cinemascope scale and an interest in ‘The
Game Environment’. Smith returned to England
when his fellowship ended in summer 1961.
2 Interviewed by Cathy Courtney, 3 October
2011, part 11 of Richard Smith’s Artists’ Lives
interviews online. See also the interview
with Richard Smith about this period of the
early 1960s conducted by William Paton in
August 2013, published in When Britain Went
Pop. British Pop Art: The Early Years (London:
Christie’s International Media Division,
2013, to accompany the exhibition of the
same title at Christie’s Mayfair, London,
October –23 November 2013), pp. 321–323.
3 The Bath Street studio exhibition was
sponsored by the collector Alan Power, son
of the celebrated collector E. J. Power.
4 See Richard Smith: The Green Gallery Years
1960–1963 (exh. cat., Richard L. Feigen & Co.,
5 May –20 June 1992), pp.71–3 for the works
shown in all these exhibitions. See also my
essay in that catalogue, pp. 11–27, and the
transcript of the conversation held on 17 January
1992 between Richard Smith, Richard Bellamy,
Richard Feigen and Frances Beatty, pp. 29 –51.
Smith’s early paintings and specifically his first
Green Gallery show and his first solo show at
Kasmin Gallery in 1963 are also discussed by
Barbara Rose in her essay for Richard Smith:
Seven Exhibitions 1961–1975 (exh. cat., Tate
Gallery, London, 13 August–28 September 1975).
5 Kelly had a studio in Coenties Slip, on the very
edge of Lower Manhattan; Robert Indiana, whom
Smith also got to know at that time, was there as
well, and James Rosenquist moved in soon after.
In conversation with Cathy Courtney, op. cit., part
8, 16 September 2010, he explained that he
loved the ‘graphic, simple and straightforward
quality’ of Kelly’s paintings: ‘They were
remarkable, like nothing else.’
6 In the 1992 interview cited above, p. 50, Smith
acknowledged that he would not think of these
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Trailer, 1962 (detail)

paintings of his as ‘overtly Pop’. Interestingly,
however, the short text for Smith’s 1961 Green
Gallery show was written by the English critic
Lawrence Alloway, recently settled in New York
from London, who in 1958 had been the first to
use the term Pop Art in print. Smith was still a
student at the Royal College when he became
friends with Alloway, who was then closely
associated with the Institute of Contemporary Art.
7 Andy Warhol and Pat Hackett, POPism: The Warhol
Sixites (New York: Harper & Row, 1980), p. 3.
8 In his interview with Cathy Courtney for the British
Library’s Artists’ Lives project, part 7, 16 September
2010, Smith explains that he had asked a cousin
of his to bring a copy of this book, which he must
have read about, back from the US. ‘That was
very formative to my thinking about the popular
arts and communication. The Mechanical Bride.
It was a not very large, but substantial, book,
with articles about communication and design
and how it influences people, or how people
are directed to certain products or lifestyles.
I swallowed it totally, I think. I was tremendously
enthused by the ideas. How advertising influences
people’s purchases and lifestyles and that kind
of process. It kind of backed up my ideas about
advertising and public structures. I was absorbing
commercial imagery into my work. It was not so
overtly in any way in the paintings I did in Britain
pre-’59, though the work remained more lyrical,
abstract kind of painting. But the idea was that
the glow of advertising was within the paintings,
but they were still loosely brushed. I knew
that advertising was an important part of life.
Magazines, especially the ones I’d found from
America, were solid with advertising of cigarettes,
detergents, cars, and even news magazines like
Time had full page ads. Look magazine was the
one I was most keen on absorbing and seeing.
So those images became more overt in my
work later. I was a consumer. I liked to smoke,
I drank, I liked good clothes and shoes, so I
was part of the audience, though I was aware
of manipulation. I wasn’t a sucker, though you
are a sucker when you rely on advertisements.
I remember images still of that time. There was
an ad for vodka, a shimmery Egyptian pyramid
and the desert, and then in close-up there was a
cocktail glass with a V-shaped top and a spindly
leg; it was a perfect photograph. After I was
married I met the photographer who took it, Bert
Stern; he was a very well-known photographer.
It never occurred to me to go into advertising.
I didn’t have ambitions outside painting. I had
ambitions for painting.’ (This quote has been
slightly edited by the present author.)
9

On his arrival in New York, immediately
preceded by Harold Cohen, who was also on a
Harkness Fellowship, he first lived in a studio
on State Street, near the corner of Whitehall
Street, very far downtown near to the Staten
Island Ferry. As with other lofts at the time,
it was illegal to live in them, rather than just
working in them, but artists found ways of
doing so surreptitiously. Smith lived at that

first address for a very brief period and did
no painting there. In early 1960 he moved to
another loft, a ‘sixth-floor walk-up’ on Howard
Street, just west of Broadway, which he shared
with the artist Ron Slowinski. See interview
with Courtney, part 8, op. cit.
10 Quoted in the 1992 conversation, op. cit., p. 32.
11 For a complete list of the paintings shown
there, see the 1992 Feigen cat., op. cit., p. 91.
According to Smith, in his Artists’ Lives interview
with Cathy Courtney, part 8, 16 September 2010,
and part 11, 4 October 2011, he was introduced
to Bellamy in December 1960 by the curator
Henry Geldzahler, who had just visited his studio
after a chance meeting on the street and who
arranged to visit him again with Bellamy, Ivan
Karp and the young curator Alan Solomon (soon
to become director of the Jewish Museum in
New York). Judith E. Stein, Eye of the Sixties:
Richard Bellamy and the Transformation of
Modern Art (New York: Farrar, Straus and Giroux,
2016), p. 148, describes the visit to Smith as
part of a ‘group fishing expedition’ by Bellamy,
his co-director Ivan Karp and Geldzahler. Among
the visitors to the show were the critic Clement
Greenberg and the painter Barnett Newman. The
Green Gallery was bankrolled by the collector
and taxi-cab tycoon Robert Scull, though his
role was kept quiet at the time.
12 This studio, part of a rented building shared for
a period with the sculptor Clive Barker, was on
Bath Street in London EC1, off City Road in the
predominantly commercial Old Street district.
The final party scene of Ken Russell’s BBC
Monitor film Pop Goes the Easel, a documentary
on the artists Peter Blake, Pauline Boty, Peter
Phillips and Derek Boshier, first televised on 25
March 1962, was filmed in Smith’s studio in 1961.
13 In the previously cited interview with Courtney,
part 11, Smith explained that the image could
be read as a bow tie (‘formal wear’), but the
idea was actually of something spinning on a
circle in the centre.
14 Trailer and Trailer I both relate specifically to
a ten-minute film of the same name that Smith
had made in 1962, which featured cigarette
packets viewed in close-up from different
angles.‘Trailer’, of course, is the industry’s term
for a short clip (featuring extracts) created for
the purpose of advertising a feature-length
film in advance of its release.
15 See the extensive remarks by Richard Smith
about this painting, based not only on the
forms of the Kent cigarette pack but also
on the colours of the filters, interviewed by
Bryan Robertson and published as ‘Dialogue
with the Artist’ in Richard Smith: paintings
1958–1966 (exh. cat., Whitechapel Art Gallery,
London, May 1966), unpaginated, quoted in
Marco Livingstone, British Pop (exh. cat., Museo
de Bellas Artes, Bilbao, 17 October 2005 –
12 February 2006), p. 453.

I was very close to Dick Smith and Peter Blake when we were all students at the Royal
College of Art; they shared a house. At that time, Dick was producing very loose abstract
painting, not remotely like the works he made a few years later in New York. Though he
was aware of American Abstract Expressionism, the making of his paintings was very
European. Wonderful brushwork.
Dick came from Letchworth in Hertfordshire and Peter from Dartford in Kent, both
suburbs of London, and I was from London. We had all served in the Royal Air Force
and we were very keen on Caribbean music and American clothes. We all wore Ivy League
suits. When Roger Coleman became the editor of a new version of the Royal College
magazine, Ark, Dick contributed articles about fashion and clothes. Our way of dressing
was considered outrageous, because everybody else wore grey flannel trousers and
hacking jackets and open-necked shirts. So we were very, very hip. We were quite a
similar age and we had common interests in music and popular culture: American
music, Americana, American everything. In the 1950s the term ‘pop art’ was applied,
in fact, not to an art movement but to all the things that American culture gave us:
films, science fiction, all those things. And then it got slowly turned into this other term.
When I finally got to New York the other thing I noticed, which really struck home,
was the idea of ‘uptown’ and ‘downtown’ art. Dick was real ‘uptown’ in the sense that
he was interested in soft-focus photography produced by very smart, sophisticated
photographers working for very smart magazines. Whereas downtown, with Claes
Oldenburg and Jim Dine and the Judson Church and all the things that were happening
there, was scruffy and street level. The early Warhols were about really vulgar, cheap
and nasty things, which we thought were lovely. Actually they were only ‘cheap and
nasty’ in inverted commas. But Dick was never that. Dick was ‘uptown’. This was true
of Richard Hamilton’s work, too; he is about the least pop artist who ever lived. There’s
very little in Richard Hamilton’s work that relates to popular culture or popular imagery.
A lot of it is very esoteric. What he really loved was German high-tech and the Bauhaus.
He loved the German brand Braun. Everything in his house was Braun.
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Dick had a profound knowledge of the literary side. He introduced me to Marshall
McLuhan’s writing. I got a copy of The Mechanical Bride. And if you look at that, my God,
it has a lot in it. It’s like a Pop Art painting, an extraordinary book. Dick was very keen
on McLuhan, who was totally unknown at that time.
We all wanted to live in America, but Dick and Harold Cohen were the first to go.
I wasn’t at all in contact with Dick while he was in New York. When he returned, he told
me, ‘I’m going to get a downtown-style loft,’ and I said, ‘Don’t be so stupid, you’re going
to get an attic in the city.’ And of course the bastard did get a loft! It really was a loft
and he really did make it look like New York. He started that trend, because before that
nobody thought of living in these huge, dodgy old premises. If Dick had gone in with a
property developer, he would have become a multi-millionaire.
There were links between Dick’s work and mine in the early 1960s, in the large
scale of our work and working on the border between abstraction and representation.
We had a lot in common, particularly in music, dress and attitude. But I became aware
of his new direction only after his return to London, with the shows he held in 1962 at
his Bath Street studio in July and at the ICA in the autumn. We didn’t have iPads and
iPhones in those days. It took years for information to percolate through.
Later on, when Dick was living in New York again from 1963 to 1965, I stayed
with him twice. I went often to the Green Gallery, where we met a lot of the artists
championed by the gallery’s director, Dick Bellamy. By that time Dick was making
structures, three-dimensional paintings. Dick Bellamy is central. He was a wonderful
man. It was the gallery at the time, very avant-garde. The grander galleries were
famous, but Dick Bellamy had the young Turks, and it was all happening. Dick Smith
joined at exactly the right moment.
Dick was a lovely painter, what a wonderful brush and beautiful colour.
Joe Tilson

Overleaf: Trio, 1963 (detail)
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MM 1959
Oil on canvas
36 × 36 inches; 91.4 × 91.4 cm
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After Six 1960
Oil on canvas
84 × 90 inches; 213.5 × 228.6 cm

24

Penny 1960
Oil on canvas
89 × 83 inches; 226.1 × 210.8 cm

26

Billboard 1961
Oil on canvas
90 × 72 inches; 228.6 × 182.9 cm

28

Patty-Maxine-Laverne 1961
Oil on canvas
68 × 72 inches; 172.7 × 182.9 cm

I think I met Dick Smith through Peter Blake, who had been a friend since 1958,
before I was aware of his work. I also got to know him through the artist and art critic
Roland Penrose at the ICA in 1961. Richard must have just got back from New York,
and then of course I saw lots of his paintings.
In 1961, the year I married Ro, I had started working at a jeweller’s shop, a
pawnbrokers, on the Portobello Road to give me the financial means to paint. Later on,
knowing that we were looking for somewhere to live, Richard rang up and said, ‘I’ve
seen this place, would you be interested in coming in with me? It’s a big place on four
floors and we could have a couple of floors each.’ He couldn’t have had it that long,
because when I went to see it, it was pretty empty. Ro and I went to see it and thought
it was pretty good, so we decided we’d rent part of it. We settled into that loft on Bath
Street, EC1, by 1963, and stayed there until we moved to Dartmouth Road, NW2, in
November 1965, when we were having our first son, Tad.
People always thought I worked for Richard, but that’s not true because I had a
job. I did help him occasionally on the days I was there, but I was never officially an
assistant. I had my studio in the same building. It was all open, so we could go in and
out of each other’s spaces. He had the top one, through which he could lower his big
pictures down. I remember very well paintings like Panatella, Fleetwood, Billboard and
Flip Top. They are my favourites.
Dick was very important to all of us. Everyone talked about him during the whole
of that period, because he was very, very visual. He’d do a big painting and you’d think,
‘How the hell is he going to sell that? Who’s going to buy it? Where’s it going to go?’
But he’d do it. He was very supportive of younger artists. I’d say to him that I had an
idea, and he’d say, ‘Do it, just do it.’ I met a lot of artists through him, including Gerald
Laing, with whom I later stayed in New York in 1966. If someone came to see him,
he’d always bring them round to see me, too. That was really nice. He was very good
for my confidence.
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During that period I felt like I was on my own as a sculptor, because I was mainly
making objects out of leather and that referred to ordinary things, while everyone else
at the time was doing abstract sculpture. When Dick returned from New York with a
new leather jacket I made a piece, in 1963, called Dick’s Jacket. He had also made
a few things in a similar spirit, like the little paintings of jeans pockets [Lee and Lee 1,
both 1961], one of which he gave to me but which I left behind when we moved house
because I didn’t have space for everything. When I said how separate I felt as an artist,
he said, ‘Yeah, but other people are out there. You probably haven’t seen them yet. In
America there’s a lot of people doing very similar things.’ He thought it was a strength to
be doing something different from other people and that he felt the same sometimes.
Dick also gave me and other artists the enthusiasm to go to America. When I
finally visited New York in 1966, meeting a lot of people that he knew, all the things
he had told me were there. I didn’t feel like a foreigner in New York, because I knew
it so well, not only from films and television, but also from things I had already heard
about through Dick.
I never heard Dick use the term Pop Art or talk of himself as a Pop artist, though
he had all the magazines and they were always open, and he was obviously influenced
by all of that: films, musicals, adverts he had seen. The titles often gave it away. I don’t
think any other artists mentioned Pop to me, either. It was only when it began
appearing in commercial galleries that the term gained more currency.
Clive Barker
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Lee 1961
Oil on canvas
19 × 18 inches; 48.3 × 45.7 cm

Lee I 1961
Oil on canvas
19 × 19 inches; 48.3 × 48.3 cm
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Album 1962
Oil on canvas
72 × 48 inches; 182.9 × 121.9 cm
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Dream Kitchen 1962
Oil on canvas
52 × 48 inches; 132.1 × 121.9 cm
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Flip Top 1962
Oil on canvas
84 × 68 inches; 213.5 × 172.7 cm

In 1959, at the age of 28, just two years out of the Royal College, Dick Smith was
awarded a Harkness Fellowship, and it is not an exaggeration to say that the course
of his life and work changed forever. The Fellowship enabled him to spend two critical
years living and working in New York. The artificially coloured abundance and commercial
voluptuousness of contemporary American life was for him a revelation and a liberation.
The early 1960s in New York were key to all the major developments in art – pop,
op, colour field, minimalism, conceptualism – that would dominate the decade. Dick
Smith was the only British artist to play a truly active part in the early days of this
exceptionally creative period in New York. He caught the zeitgeist.
To understand Dick’s work properly it is, I think, essential to appreciate this
formative experience in America. His work became and remained quite unlike that
of his British contemporaries.
Today it is universally recognised that British popular culture, from the Beatles
to the mini skirt, conquered America in the 1960s. What is largely forgotten is the
simultaneous British infatuation with everything American, from the 1950s through
the 1960s. One sees this clearly in the early work of Richard Hamilton, David Hockney,
Peter Blake and others.
Dick’s work differed from theirs in a fundamental way. His view of America was
from the inside, as a player not an observer, and both the character of his work and
his attitude to being an artist became in many ways more American than British.
He ‘got’ America. However there remained always in his work a quality of restraint,
a gentle, lyrical English touch in the way he painted that marked him out from his
more polemical and insistent American contemporaries.
Dick’s early work pioneered the now familiar conjunction of high and low culture.
He remained a painterly painter throughout his career, but he was one of the first
artists to introduce into his painting not just the imagery of popular culture, primarily
from packaging and advertising, but its sense of heightened colour, scale and style.
He was fascinated by the ‘look’ of the modern world, and in his work his concerns were
primarily visual and formal. I think of him as having combined aspects of both colour
field painting and pop, a soft focus take on a hard edge world.
He was one of the first artists to play with the format of painting, to explore the
possibilities of shaped and three dimensional canvases, which he did in works of
exceptional elegance. He made many very large works. The shaped paintings would
lead to his kite paintings, where the canvas is tensioned diagonally from corner to
corner on light thin poles rather than the traditional heavy stretcher. He was also one
of the first artists to conceive and present an exhibition of new paintings as an
artwork in itself.
Dick’s first one-man show was at the legendary Green Gallery in 1961. The
Green Gallery had opened in 1960 and was one of the first uptown galleries in New
York to show the work of the emerging downtown avant-garde artists, such as James
Rosenquist, Claes Oldenburg, Tom Wesselmann, George Segal, Don Judd, Robert
Morris, Dan Flavin, Larry Poons, Mark di Suvero and Lucas Samaras.
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In 1964 Dick married an American, Betsy Scherman, with whom he would have two
sons, Edward and Harry. In London he showed at Kasmin’s very stylish gallery in Bond
Street. At a time when most British artists could only set aside rooms in their house
as a studio, Dick created, in a commercial building in Bath Street, Clerkenwell, the first
– and for many years the only – New York style live-in loft with a large purpose built
studio: a unique corner of New York in London. In 1966 he presented a retrospective
exhibition of his paintings from 1958 to 1966 at the Whitechapel Gallery, and he
represented Britain at the 1970 Venice Biennale.
I got to know Dick and his family well in the early 1970s, when they were living in
a wonderful large country house in Wiltshire. These were extremely difficult years for
me, feeling trapped in teaching, with very limited prospects of a liveable income from my
work. Dick treated me with great courtesy and generosity, as though our reputations
and circumstances were the same. This, plus his relaxed American-style optimism, helped
rebuild my confidence and self-esteem at a time when both were at a low ebb. I’m
sure he never knew how much his natural warmth, good humour and respect meant
to me at the time.
Dick was offered a retrospective at the Tate in 1975 and, at his suggestion, it was
presented in a unique and original format by recreating the seven gallery exhibitions
he felt had been key to his work and career. However, by the mid 1970s the art zeitgeist
had shifted comprehensively to conceptualism and dismissively away from painting,
particularly abstract painting. These cyclical shifts in interest and taste are always
hardest on the immediately previous generation, who find themselves suddenly relegated.
It is clear that, though well intentioned, the timing was wrong. The exhibition was not badly
received, but it failed to bring Dick the level of attention and recognition he deserved.
The following year Dick returned with his family to America, where he was to live
until his recent death at 84. We never spoke of it, but I always assumed Dick went
back to America because he had come to realise that in Britain in the 1970s he could
never sustain his independent and financially viable career as an artist in a way that
was possible in America.
Despite Dick’s highly original work and his many achievements as an artist, today
both he and his work are largely unknown and uncelebrated in his homeland, except
by those of us who were his friends, supporters and witnesses. No British artist more
deserves a proper reassessment.
I have spoken exclusively about Dick Smith the artist. I would also like to say a few
words about the man. He was extremely good company: clever and witty, well-informed,
insightful, quick-thinking, worldly, sophisticated in the best sense. He was stylish in
all things: architecture, furniture, music, movies, design, clothes. Dick had great taste;
always cool, very cool.
He was a great artist, a good friend, and a wonderful man. It was a privilege to know him.
Michael Craig-Martin
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Kent 1962
Oil on canvas
48 × 51 inches; 121.9 × 129.5 cm
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Lubitsch 1962
Oil on canvas
84 × 60 inches; 213.5 × 152.4 cm
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Mister 1962
Oil on canvas
72 × 66 inches; 182.9 × 167.6 cm

Richard Smith exhibition poster, Green Gallery, New York, 1961
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In England a few years ago the image of America was Bert Stern and Charles Eames
as well as Pollock, Times Square as well as 10th Street; and Europe was Sam Francis.
Richard Smith as much as anyone made this opinion, not wanting to paint British nature
and not believing in the alternative, going to Paris. So when he got to New York he
wasn’t homeless, but recognized the paintings and recognized the street signs.
In England, Smith’s paintings, though not of nature (roots at the middle, cliffs at
the edge) left a space for nature. Though empty of objects, they were spacious and
capacious, but flattening a bit before he left England in 1959.
In his American paintings the image is flat and the whole of the painting is
identified with the image. The reason for his English paintings being so atmospheric was
not the weather but his relation with the brush he loved to touch. Now his touch doesn’t
work by dissolving or excavating the painting, but by living on and across the surface.
His forms are clear enough to make long-learned wholes (circles, rectangles,
parallel lines) which are legible enough to be seen overlapping, but are open and light
enough to be threaded into a single elated surface.
He has a kind of formality which is not Beaux Arts but remembers the symmetry
of a clip-on bow-tie or a paper toy from Chinatown, as fragile as it is neat. ‘Billboard’
comes out of being painted by Smith as a pampered airmail letter from a lover.
Lawrence Alloway, 1961
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Pack 1962
Oil on canvas
68 × 84 inches; 172.7 × 213.5 cm
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Packet of Ten 1962
Oil on canvas
69 × 66 inches; 175.3 × 167.6 cm

Dick produced an extraordinary and original set of works during that 1959 – 1963 period.
They were very well received because of their originality. He introduced a buzz in
the art world not only for his work, but also for introducing to the UK the New York idea
of the loft as an artist’s studio; he was also one of the first to move to East London.
He instigated much dialogue between artists prompted by his time in the New York art
community via his Harkness Fellowship.
On my return in 1963 from a year spent in India on a scholarship, I was lucky
enough to work as Dick’s studio assistant. As I was only a year out of the Royal College
of Art I learnt many things, but mainly professionalism and work dedication. When I
began living in America in the early 1980s I occasionally used to meet him in New York,
and I always made a point of thanking him for this.
Together with Peter Blake, Joe Tilson and Richard Hamilton, Dick was very
instrumental in encouraging those students at the Royal College of Art, including me,
who were engaged in Pop Art, going so far as to write an article called ‘New Readers
start here’, on David Hockney, Peter Phillips and me, for the summer 1962 issue of
the Royal College of Art magazine Ark.
Derek Boshier
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In the end it’s all about touch [...]. In Richard’s case, I’m always taken with the
resonance and delicate colour that flow, emanate, so naturally from his touch, from
his brushstrokes so casually and convincingly delineating shapes in the surrounding
space. Night and day, I love Richard’s painting. It always seems to be within my reach,
available to my touch, and marking my consciousness – to me, what painting is.
Frank Stella
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Product 1962
Oil on canvas
48 × 51 inches; 121.9 × 129.5 cm
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Trailer 1962
Oil on canvas
84 × 60 inches; 213.5 × 152.4 cm
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Tip Top 1963
Oil on canvas
66 × 69 inches; 167.6 × 175.3 cm
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Trio 1963
Oil on canvas
40 × 60 inches; 101.6 × 152.4 cm

Maybe some of the Pop element in Dick’s work came from the fact that we both
shared a flat. He was certainly mainly an Abstract Expressionist or a tachiste, but the
fact that I was in the other room making the early Pop pictures like On the Balcony
meant that there must have been a two-way link. We read the same magazines, we
shared the same interests.
Peter Blake

I first saw Dick’s work in the flesh at his 1963 Kasmin show. This was of lasting
importance to me as it showed me that a painting did not need to be flat, but could
demonstrate its own physical presence whilst still referencing everything that any
conventional work might do.
Dick was quite the dandy when it came to shoes, shows or restaurants.
Stephen Buckley
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Bath Street studio, London, April 1963

RICHARD SMITH

1931 	Born on 27 October in Letchworth, Hertfordshire
1948 –50 Studied at Luton School of Art
1950 – 52 Served in the Royal Air Force, Hong Kong
1952– 54 Studied at St Albans School of Fine Art
1954–55 Shared studio with Peter Blake
1954–57 Studied at Royal College of Art, London
1957
Awarded Royal College of Art scholarship for
		 travel in Italy
1957–58	Taught mural decoration at Hammersmith 		
College of Art, London
1957–59 Shared studio with Peter Blake
1959	Awarded the Harkness Fellowship of
		 Commonwealth Fund for travel in USA and
		 spent following two years travelling in USA
1961–63	Taught at Saint Martin’s School of Art, London
1962
Acquired studio residence on Bath Street
	Made film Trailer with Robert Freeman for private
		 talk at ICA
1963–65 Lived and worked in New York
1964
Married Betsy Scherman
1965
Taught in Aspen, Colorado
1966	Retrospective at Whitechapel Gallery
	Awarded Mr and Mrs Robert C. Scull Award,
		 33rd Venice Biennale
Birth of first son, Edward
1967	Awarded Grand Prize, IX Sao Paulo Bienal, Brazil
	Artist in Residence at University of Virginia,
		Charlottesville
1968	Taught at University of California, Irvine Campus
Moved to East Tytherton, Wiltshire
1970
Represented England at 35th Venice Biennale
Birth of second son, Harry
1971
Awarded Order of Commander of the British Empire
1975
Retrospective at Tate Gallery
1976
Awarded Bradford Print Biennale First Prize
1978
Moved to New York
1980
Taught at University of California, Davis Campus
1988
Acquired studio in Telluride, Colorado
2002
Moved to Patchogue, New York
2016
Died on 15 April in Patchogue
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Previous: Packet of Ten, 1962 (detail)

MARCO LIVINGSTONE

Richard Smith was a highly influential figure in the British
art world during the 1960s both within the orbit of Pop
Art, of which he was a pioneer, and of abstract painting.
In these two distinct spheres, seen at the time as so
incompatible as to be almost at war with each other,
he proved himself to be a distinctive and original thinker
and practitioner, bringing a Pop sensibility to abstraction
and a pared-down formalist aesthetic to Pop subject
matter. He was certainly alone in the UK in fusing these
two tendencies and in creating, through that unlikely
marriage, a wholly personal and seductive vision.
Richard Smith was born in Letchworth, Hertfordshire,
on 27 October 1931 and studied at Luton School of Art
between 1948 to 1950 before serving immediately for two
years in the Royal Air Force in Hong Kong. On completing
his National Service he continued his studies, first at St
Albans School of Art between 1952 and 1954 and then
as a postgraduate in the painting school at the Royal
College of Art in London between 1954 and 1957, where
he formed friendships with fellow painters including Peter
Blake, Joe Tilson and Robyn Denny. Given his provincial
origins and the fact that his formation as an artist took
place at small schools outside London, it was all the more
impressive that his intelligence, curiosity and natural flair
with the brush led him to an immediate and enthusiastic
embrace of the most advanced form of abstraction, that
of American Abstract Expressionism, when he was still
in his mid-twenties. A major survey exhibition of The New
American Painting at the Tate Gallery in 1959, where the
work of such painters as Mark Rothko, Jackson Pollock
and Barnett Newman was first exhibited in force in the
UK, immediately struck a chord with him. His confidence
and commitment to the terms of this new art, which
excited other young artists but was only slowly accepted
in British art circles, led him to adopt the dramatic
gestural brushwork, the saturated colour fields and the
heroic scale of the considerably older American artists.
Sam Francis, whose lyrical and seductively colourful
paintings were perhaps the most European in sensibility
of that American influx, provided Smith with a particular
point of reference and a way into making unabashedly
beautiful paintings that enveloped the viewer.
Smith occupied a pivotal position in the early 1960s
within two separate but major developments that were
to change decisively the complexion of painting in Great
Britain. On the one hand, he was in the vanguard of the
direction being taken by abstract painters wishing to
adopt a tougher and more urban stance than their St Ives
predecessors, whose primary subject was landscape;
he was particularly closely associated with the Newmaninfluenced Colour-Field painters who showed together in
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the Situation exhibitions in London in 1960 and 1961,
including Denny and Bernard Cohen. On the other, he was
a forceful and distinctive presence in the early history of
the Pop Art movement as one of the first to make explicit
reference in his paintings (albeit in disguised, abstracted
form) to popular culture and to imagery derived from
advertising and the packaging of consumer products.
Working on a much larger scale than most of
his British Pop colleagues and retaining a free and
expressionistic handling of paint, he brought together
pictorial wit and ‘belle peinture’ and teamed the apparent
purity of vast monochromatic expanses with references
to billboards, Hollywood glamour, high fashion, glossy
magazines and the sophistication of Madison Avenue
advertising campaigns. Smith was a brilliant lateral
thinker, seeing connections between the sumptuously
diaphanous layered films of printed colour in masscirculation magazines, the tactile and erotic surfaces
of cosmetics on human skin and the possibilities of
mark-making in rich hues for a painter wedded to oil
paints stroked tenderly onto canvas.
In the early 1960s there was simply no other artist
quite like Smith working in London. The respect with
which he was held by his peers, some of whom (like the
painters Derek Boshier and Stephen Buckley) worked as
his assistants, was matched by the influence of his bold
colour schemes and sensuous brushwork. The tenderness
of his surfaces was an inspiration to many of the slightly
younger painters within the orbit of Pop, such as Boshier,
Allen Jones, Pauline Boty and even David Hockney. Peter
Blake, alongside whom Smith painted as a student at the
Royal College and with whom he shared a flat in Chiswick
in the late 1950s, considered him one of the great artists
of his generation. Smith was generous towards other
artists, including those younger than himself whom he
might have regarded as competition: one of the most
informative early articles on Hockney, Boshier and Phillips
was Smith’s ‘New Readers start here...’, published in the
Royal College’s student magazine, Ark, in summer 1962.
Smith was an astute observer also of advertising and
popular culture in many forms, bringing these to bear on
his own art. His feeling for mainstream movies was evident
in an earlier article for Ark, published in November 1956,
about Hollywood musicals, which he described in terms
that could as easily be applied to the paintings he made
early in the following decade: ‘The mass-produced known
environment can be re-seen in a heightened form.’
In 1959 Smith moved to New York for two years on
a Harkness Fellowship. At a time when other British Pop
artists even of an older generation, such as Richard
Hamilton and Eduardo Paolozzi, fantasised about America
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from afar through the pages of imported magazines,
Smith experienced at firsthand the exuberant scale of the
world’s most emblematic modern metropolis. At New
York’s Green Gallery in 1961, where American Pop artists
such as Tom Wesselmann and Claes Oldenburg were
to show soon after, he held what could be considered
the first solo show in New York by a Pop painter. Though
he favoured elemental shapes and frankly decorative
designs, the blunt titles that he gave to the paintings in
that show made plain their references to commonplace
objects, corporate logos, consumer products and
advertising: Penny, McCalls, Billboard, Chase Manhattan,
Revlon, Panatella conjure up a suave, sophisticated
world that contributed to the allure of paintings that
were glamorous and visually entrancing in themselves.
Smith’s solo show at the newly opened Kasmin
Gallery, London, in 1963 was another watershed event that
confirmed his reputation as one of the most ambitious
painters of his generation. His earlier forays into shaped
canvases were now carried into three dimensions in huge
constructed works that were for the most part hung
on the wall but that asserted themselves vehemently
into the gallery space. Borrowing from the presentation
techniques and imagery of advertising, for example
as seen in billboards displaying monumental cigarette
packets, Smith revealed himself in his most Pop
incarnation in these joyful and audacious works. Later
in the 1960s he moved towards a more minimal and
pared down language while still retaining a reference
to mundane things, for example in his 1966 series
of twelve shaped canvases titled A Whole Year a half
a day, each of which resembles the page of a tear-off
diary or calendar.
From the late 1960s Smith was a prolific and
inventive printmaker, using intaglio methods as well as
screenprinting and lithography. In these prints, a large
number of which are among the 97 works by Smith in
the Tate permanent collection, he often broke the rules
and subverted the cherished assumptions of traditional
printmaking, for example by folding the printed sheets,
partly concealing the marks and geometric imagery,
and by holding the resulting built forms together by such
prosaic means as paper clips; in spirit, if not in their
style, they shared a defiance of printmaking conventions
in this respect with the graphic production of Joe Tilson.
In a series of prints from the early 1980s he combined
processes not normally used together, marrying the
textural and indented marks of aquatint and etching
with the surface qualities of lithography. His intuitive,
‘hands on’, practical solutions for putting together his
constructed paintings, his editioned prints and his

monotypes alike came not from a desire for novelty
but from an urge to engage the spectator in the playful
or pragmatic processes by which the unorthodox results
were often achieved. Demystifying the making of art,
stripping his abstract paintings of pretension and theory,
and embracing the decorative possibilities of pattern and
design, Smith set an example for other artists, notably
Buckley, who believed in the visual pleasures and emotive
power of paintings constructed from apparently simple
and straightforward elements and techniques.
The art world, not just in Britain but internationally, was
quick to recognise Smith’s achievements. An impressive
survey of his paintings from 1958 to 1966, curated by Bryan
Robertson, was shown at the prestigious Whitechapel
Gallery, London, in May 1966, and in 1970 he was the
first artist to be given a solo show at the British Pavilion of
the Venice Biennale. In 1975 the Tate Gallery presented
a retrospective of Smith’s paintings in an unusual and
informative format, recreating seven of his key solo shows
dating back to the Green Gallery exhibition of 1961.
Having returned to New York by late 1963 for
a second two-year spell, followed by a period in the
rural environment of East Tytherton, Wiltshire, from
1968, in 1978 Smith settled in the USA, for many years

dividing his time between New York and Colorado.
The great inventions of the mid-1970s, the paintings
on unstretched canvases suspended on aluminium bars
as ‘kites’ from walls and ceilings, brought him major
commissions for corporate clients and for restaurants
run by Mr Chow, Terence Conran and others. Out of
financial necessity, he found himself committed to such
large-scale site-specific projects, as a result of which
his work was for some time little seen in galleries.
The closing in the early 1990s of the last gallery run
by Kasmin, with whom he had shown in London for
nearly thirty years, was a further blow in this respect.
During and after the 1990s Smith continued to
exhibit new work sporadically, resurfacing in London
in a solo show at the Bernard Jacobson Gallery in 1996
and another in 2001 at Flowers, who continued to
represent him through to his death (in Patchogue, NY)
on 15 April 2016. From his mid-sixties his increasingly
frail health affected his productivity. His youthful
paintings, particularly those of the early 1960s included
in a number of Pop Art exhibitions around the world,
continued to be admired, and it is above all for the
work of that period and the subsequent decade that
he seems destined to be remembered.

Richard Smith exhibition poster, Bath Street studio, London, 1962

71

I think what I was interested in was the upscale imagery like store windows,
magazines and things, whereas Claes [Oldenburg] was interested in the hand-made,
like chapbooks, popular imagery almost at the street level ….. He must have seen that
imagery all his life. There was that great statement he made, like “I invented it when
I was a kid”, whereas my imagery was as an adult. It wasn’t my childhood imagery.
It came later. It was reflecting what I was interested in. And I have a kind of populist
feel. I wanted to bring that kind of imagery into high art, so that people could respond
to the high art in a more direct way. That was the philosophy behind it, but it was also
like an indulgence in what I liked.
Richard Smith in conversation, 17 January 1992
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Richard Smith, 1980
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EXHIBITIONS 1959–1963

SELECTED PUBLIC COLLECTIONS

Solo Exhibitions

Art Gallery of Western Australia, Perth
Arts Council of Great Britain
Bristol Museum and Art Gallery
British Council Collection
British Museum, London
Centro de Arte Moderna, Calouste Gulbenkian
Foundation, Lisbon
Fort Worth Art Museum, Texas
Galleria Nazionale d’Arte Moderna, Rome
Government Art Collection, London
Hirshhorn Museum and Sculpture Garden,
Smithsonian Institute, Washington DC
Kasier-Wilhelm Museum, Krefeld, Germany
Massachusetts Institute of Technology
Metropolitan Museum of Art, New York
Museum and Art Gallery, Swindon
Museum of Art, Rhode Island School of Design
Museum of Contemporary Art, Chicago
Museum of Modern Art, New York
National Museum of Wales, Cardiff
Philadelphia Museum of Art
Power Gallery of Contemporary Art, University
of Sydney
Southampton City Art Gallery
Staatliche Graphische Sammlung, Munich
Tate, London
Ulster Museum, Belfast
University of Iowa Museum of Art
Victoria and Albert Museum, London
Walker Art Center, Minneapolis
Walker Art Gallery, Liverpool
Weatherspoon Art Gallery, Greensboro,
North Carolina

1961
1962
1963

Green Gallery, New York
Artist’s Studio, Bath Street, London
Institute of Contemporary Arts, London
Kasmin Gallery, London
Green Gallery, New York

Group Exhibitions
1959	
C ontemporary Paintings, City Art
Gallery, Carlisle
Place, A Collaboration, Institute of
Contemporary Arts, London
John Moores’ Liverpool Exhibition,
Walker Art Gallery, Liverpool
1960
Situation, RBA Galleries, London
1961
Deuxième Biennale de Paris, Musée
d'Art Moderne, Paris
New London Situation, New London
Gallery, London
1961–2 The 1961 Pittsburgh International
Exhibition of Contemporary Painting
& Sculpture, Carnegie Institute,
Pittsburgh
1962
Contemporary Painting, Yale University,
New Haven
Kompas II, Stedelijk Museum, Eindhoven,
Netherlands
Towards Art?, Royal College of Art,
London and subsequent Arts
Council Tour
1962–3 British Art Today, San Francisco Museum
of Art (travelled to Dallas Museum of
Contemporary Art and Santa Barbara
Museum of Art)
1963
VII Tokyo Biennale, Tokyo Metropolitan
Art Gallery, Tokyo, and subsequent tour
of Japan
Critic’s Choice, Stone Gallery, Newcastle
British Painting in the Sixties,
Whitechapel Gallery, London
Dunn International, Tate Gallery, London
John Moores Liverpool Exhibition, Walker
Art Gallery, Liverpool
118 Show, Kasmin Gallery, London
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