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action painting Asphalt

Rundown 76 Concrete Pour
Glue Pour 77
O
Dan Flavin
Robert Irwin Richard Serra
19 entropy
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120

121
Barnett Newman Jackson
Pollock Jean Dubuffet Robert Rauschenberg
Willem de Kooning
Viviano Gallery Alan Davie
122
120 Cf. Atkins, Robert. Art Speak. New York: Abbeville, 1990. Abstract
Expressionism New Yorker
Robert Coates
Harold Rosenberg Clement Greenberg
Action Painting America-style
AbEXx AE Art Informel
Michel Tapié Another Art

121 paul, Cummings. “ Interview with Robert Smithson for the Archives of American Art.” Interview
conducted on July 14 and 19, 1972. In Flam, Jack, ed. Robert Smithson:; The Collected Writings,
p.284.

“1 gave up painting around 1963 and began to work plasticsin akind of crystalline way.”
anthropomorphism McL uhanism

%4



123

Sadi Carnot, 1796-1832

123 paul, Cummings. “Interview with Robert Smithson for the Archives of American Art”. Interview
conducted on July 14 and 19, 1972. In Flam, Jack, ed. Robert Smithson: The Collected Writings,
p.283.

“Initially—well, when | was nineteen—the impact was Newman, Pollock, Dubuffet,
Rauschenberg, de Kooning; even Alan Davie who | seen | think at the Viviano Gallery; the whole
New York School of painting. | felt very much at home with that when | wasin my late teens, but
then | rejected it in favor of amore traditional approach. And this lasted from maybe 1960-1963"
“1 just felt that—they really didn’t understand, first of al, anthropomorphism, which had
constantly been lurking in Pollock and de Kooning. | always felt that a problem. | always thought
it was somehow seething underneath all those masses of paint. And even Newman in his later
work still referred to a certain kind of Judeo-Christian value. | wasn't that much interested in a sort
of Bauhaus formalist view. | was interested in this kind of archetypal gut situation that was based
on primordia needs and the unconscious depths. And the real breakthrough came once | was able
to overcome this lurking pagan religious anthropomorphism. | was able to get into crystalline
structuresin terms of structures of matter and that sort of thing.”
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Rudolph Clausius, 1822-1888
124

The Mechanica Theory of Heat

124 Guggenheim “Moder Thermodynamics by the Methods of

Willard Gibbs”
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Energy

entropy

Artforum

Entropy and the New Monuments

Rudolf Clausius, 1822-1888

Thermodynamics
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Jeremy Rifkin
Ludwig Boltzmann, 1844-1906

125

125 Cf. Rifkin, Jeremy. Entropie. Ein neues Weltbild, Hamburg, 1982, pp. 43-44:
“the most simple as well as the most impressive scientific concept that we know... That is, itis
neither possible to create entropy, nor to destroy it... The only thing we can do isto transform
energy from one state into another.”
Cf. R. Arnheim, Entropie und Kunst, Kdln 1979:
Rudolf Arnheim
Entropy and Art. An essay on Disorder and Order
stabilizing influence

“today servesfor a defense of Minimal Art and for the pleasurein
chaos.”

Cf. Meschede, Friedrich. “How far does art extend into the innermost workings of theworld " In
BuRmann, Klaus/ Gether, Christian/ Tacke, Michael. Robert Smithson: Zeichnungen aus dem
Nachlaf¥ Drawings from the Estate. Minster: Westfalisches L andesmuseum fir Kunst und
Kulturgeschichte, 1989, p.87:

Friedrich Meschede
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logarithm W

100%

Thermodynamic Equilibrium

S

=k
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In W
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Q energy
T  SQIT

energy drain Wylie Sypher

126

The Monuments of Passaic

127

Carl Andre
Dan Flavin Donald Judd Robert Morris
Sol LeWitt

126 Smithson, Robert. “Entropy and the New Monuments.” In Flam, Jack, ed. Robert Smithson: The
Collected Writings, p.15.
“It has also corroborated Wylie Sypher’sinsight that ‘ Entropy is evolutionin reverse.’”

127 gmithson, Robert. “A Tour of the Monuments of Passaic, New Jersey”. In Flam, Jack, ed. Robert
Smithson: The Collected Writings, p.74.
“Picture in your mind's eye the sand box divided in half with black sand on one side and white
sand on the other. We take a child and have him run hundreds of times clockwise in the box until
the sand gets mixed and begins to turn grey; after that we have him run anti-clockwise, but the
result will not be a restoration of the original division but a greater degree of greyness and an
increase of entropy.”
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historic

128

I nstant-monuments 90

128 gmithson, Robert. “Entropy and the New Monuments.” In Flam, Jack, ed. Robert Smithson: The
Collected Writings, p.11.
“Instead of causing us to remember the past like the old monuments, the new monuments seem to
cause usto forget the future.”
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Concrete Pour
Asphalt Rundown 0
Partially Buried Woodshed, 91

Ace Gallery Douglas
Christmas

129

129 Cf. Hobbs, Robert. Robert Smithson: Sculpture. Ithaca and London : Cornell University Press, 1981,
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130

Utah Land Board

anachronistic
131
132
p. 191.
130 300 700
131 Geistesgeschichte
(spirit of the age)
Jacob Burckhardt

32 Tyrannosaurus Rex
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Bolivia

92
93

Rozel Point

Golden Spike monument

133

188 « America's Dead Sea”
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Dictionary of Symbols

Housay

Eliade

107

Golden Number

J. E. Cirlot



134

The Spiral Jetty

O JE—

Eye of Blood 9

literalism

134 ). E. Cirlot, Dictionary of Symbols. London: Routledge & Kegan Paul and New York: Philosophical
Library, 1962. pp. 305-306:
“A schematic image of the evolution of the universe. It is aso a classical form symbolizing the
orbit of the moon, and a symbol for growth, related to the Golden Number, arising (so Housay
maintains) out of the concept of the rotation of the earth. In the Egyptian system of hieroglyphs
the spiral — corresponding to the Hebrew vau — denotes cosmic forms in motion, or the
relationship between unity and multiplicity. Of especial importance in relation to the spiral are
bonds and serpents. The spiral is essentially macrocosmic. The above ideas have been expressed
in mythic form as follows: ‘ From out of the unfathomable deeps here arose a circle shaped in
spirals... Coiled up within the spirals, lies a snake, a symbol of wisdom and eternity.” Now, the
spiral can be found in three main forms: expanding (as in the nebula), contracting (like the
whirlwind or whirlpool) or ossified (like the snail’s shell). In thefirst case it is an active
sun-symbol, in the second and third cases it is a negative moon-symbol. Nevertheless, most
theorists, including Eliade, are agreed that the symbolism of the spiral isfairly complex and of
doubtful origin. Its relationship with lunar animals and with water has been provisionally admitted.
Going right back to the most ancient traditions, we find the distinction being made between the
creative spiral (rising in clockwise direction, and attributed to Pallas Athene) and the destructive
spiral like awhirlwind (which twirls round to the left, and is an attribute of Poseidon). Aswe have
seen, the spira (like the snake or serpent and the Kundalini force of Tantrist doctrine) can also
represent the potential center asin the example of the spider’s web. Be that asit may, the spiral is
certainly one of the essential motifs of the symbolism of ornamental art all over the world, either
in the simple form of a curve curling up from a given point, or in the shape of scrolls, or sigmas,
etc.”
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Clear Zone 95
Tar Pool and Gravel Pit 53

Aerial Map — Proposal for Dallas-Fort Worth Regional Airport,
1967 64

135

136

135 gmithson, Robert. “Aerial Art”. In Flam, Jack, ed. Robert Smithson: The Collected Witings, p. 118:
“A progression of triangular concrete pavements that would result in a spiral effect. This could be
built as large as the site would allow, and could be seen from approaching and departing aircraft.”

38 |bid., p.116: “about the length of Central Park.”
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Gyrostasis

and Sculpture Garden

Gyrostasis

96

Leaning Strata 71 72
A Nonsite, Pine Barrens, New Jersey

A Nonsite, Franklin, New Jersey

Hirshhorn Museum
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137

A Museum of Language in the Vicinity of Art

Lewis Carroll 138

37 Hobbs, Robert. Robert Smithson: Sculpture. Ithaca and London : Cornell University Press, 1981, p.
96:
“Thetitle Gyrostasis refers to a branch of physics that deals with rotating bodies, and their
tendency to maintain their equilibrium. The work is a standing triangul ated spiral. When | made
the sculpture | was thinking of mapping procedures that refer to the planet Earth. One could
consider it as a crystallized fragment of a gyroscopic rotation, or as an abstract three dimensional
map that points to the Spiral Jetty, 1970 in the Great Salt Lake, Utah. Gyrostasisisrelational, and

should not be considered as an isolated object.”
138
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Clear Zone: the Spiral Reflecting Pool
95

Crator

with Reflected Numbers, or the Hexagonal Clock 98

Entropic Pole
99
Bergen Country

Walker Art Center
139

139 Cf. Hobbs, Robert. Robert Smithson: Sculpture. Ithaca and London : Cornell University Press, 1981,
p. 104.
1968 A Nonsite, Franklin, New Jersey,1968

Minneapolis
6 Artists 6 Exhibitions Bell
Chryssa Insley [rwin Whitman
12x41x21
108

point of no return
Friedman

“We don’t need the Nonsite in the Buffalo
exhibition, in fact you might as well destroy the one you built.”
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97

Terminal

A Nonsite, Pine Barrens, New Jersey
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140 «pyramidal slabs and flying obelisks”

114

140



141

1 Coplans, John. “Robert Smithson, The Amarillo Ramp”. In Hobbs, Robert. Robert Smithson:
Sculpture. Ithacaand London : Cornell University Press, 1981, P. 47:
“Of course, if we filmed such an experiment we could prove the reversibility of eternity by
showing the film backwards, but then sooner or later the film itself would crumble or get lost and
enter the state of irreversibility.”

115



142

— Etin
Utah ego

Brancusi James Joyce

142 gmithson, Robert. “The Spiral Jetty”. In Flam, Jack, ed. Robert Smithson: The Collected Witings,
p.146:
“As| looked at the site, it reverberated out to the horizons only to suggest an immobile cyclone
while flickering light made the entire landscape appear to quake. A dormant earthquake spread
into the fluttering stillness, into a spinning sensation without movement. This site was arotary that
enclosed itself in an immense roundness. From the gyrating space emerged the possibility of the
Spiral Jetty.”
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Eyes in Heat
helicopter helix

Soiral Jetty museum 101

143

143 Cf. Hobbs, Hobbs, Robert. Robert Smithson: Sculpture. Ithaca and London : Cornell University
Press, 1981, p. 196
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documentary evidence

landscape

144

art object

105

(@]
Movie Treatment

landscape-scul pture

144

Sx Stops on a Section
Multiples
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Alfred Hitchcock North by Northwest
Cary Grant

Mount Rushmore

145

The

%5 gmithson, Robert. “The Monuments of Passaic”. In Hobbs, Robert. Robert Smithson: Sculpture.
Ithaca and London : Cornell University Press, 1981, p.94:
“...if we filmed such an experiment we could prove the reversibility of eternity by showing the
film backwards, but then sooner or later the film itself would crumble or get lost and enter the
state of irreversibility. Somehow this suggests that the cinema offers an illusive or temporary
escape from physical dissolution. The false immortality of the film gives the viewer an illusion of
control over eternity - but “the superstars’ are fading. “
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Monuments Pine
Barrens Atlantic City
Carl Andre Robert
Morris Virginia Dwan
UFO 146

147

148

Michagel Heizer
Mono Lake

Eastcoast-Westcoast

o Northwood Quarry

Texas Overflow 104

146 Orson Welles o
47" Smithson, Robert. “The Monument, Outline for a Film”. Archives of American Art, Washington D.
C.,microfilm 3834/0671-0673. 40

%8 Smithson, Robert. “A Cinematic Atopia’. Artforum 10, No1 September 1971
In Flam, Jack, ed. Robert Smithson: The Collected Writings, p.142: “Nothing was done.”
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pan

Ring of Sulphur

149

Swvamp
@]
Panama Passage 103
Sulfur 1sand
What will it be like in the future?
Emmen /

Broken Circle/Spiral Hill 106 107

149
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108

o) Soiral Jetty

Movie Treatment for Spiral Jetty, Part 1, Part2 74
150

151

| nstamatic 400 152 o

150
151

Ace Gallery
152 Cf. Smithson, Robert. “The Monuments of Passaic”. In Hobbs, Robert. Robert Smithson: Sculpture.
Ithaca and London : Cornell University Press, 1981, p.90.
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The

Monuments of Passaic, New Jersey -

153

Eva Schmidt

Et in Utah ego: Robert Smithson’s “Entropologic ” Cinema
154

3 Jhid:

“Both the making and the filming of the work informed each other. Of course, the water rushing in
the film is not rushing anymore, but there is a sense of parallel times- both temporal and
atemporal.”

>4 Cf. Schmidt, Eva. “Et in Utah ego: Robert Smithson’s ‘ Entropologic’ Cinema’. In BuRmann,
Klaus/ Gether, Christian/ Tacke, Michael. Robert Smithson: Zeichnungen aus dem Nachlal¥
Drawings from the Estate. Minster: Westfélisches Landesmuseum fir Kunst und Kulturgeschichte,
1989, p.48.
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o o Man Ray

155

156

157

1% Cf. Man Ray. Selbstportrait, Munich 1983, p. 310, p. 252. o
bad films
156 Cf. Archives of American Art, microfilm 3833/0537:
Allen Overton
57 gmithson, Robert. “A Cinematic Atopia’. Artforum 10, No1  September 1971

In Flam, Jack, ed. Robert Smithson: The Collected Writings, p.142: “power to take perception
elsewhere.”
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158

“The ultimate film goer”

Samuel Beckett Plato’'s cave

159

58 | bid. pp.140-141: “What we take to be the most concrete or solid often turnsinto a concatenation of
the unexpected. Any order can be reordered. What seems to be without order, often turns out to be
highly ordered. By isolating the most instable thing, we can arrive at some kind of coherence, at
least for awhile. The single rectangle of the movie screen contains the flux no matter how many
different orders one presents.”

Ibid. pp.140-141: “would be a captive of doth. Sitting constantly in a movie house, among the
flickering shadows, his perception would take on akind of sluggishness. He would be the hermit
dwelling among the el sewheres, foregoing the salvation of reality.”

159
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160

161

162

180" gmithson, Robert. “The Monuments of Passaic”. In Hobbs, Robert. Robert Smithson: Sculpture.

Ithaca and London : Cornell University Press, 1981, p.90:
“Speaking in terms of cinema, you have close, medium and long views. Scale becomes a matter of

interchangeabl e distances.”

181 Smithson, Robert. “ The Spiral Jetty”. In Flam, Jack, ed. Robert Smithson: The Collected Witings,
pp.151-152;
“Unlikely places and things were stuck between sections of film that show a stretch of dirt road
rushing to and from the actual site in Utah. A road that goes forward and backward between things
and places that are elsewhere. You might say that the road is nowherein particular. The
disunction operating between reality and film drives one into a sense of cosmic rupture.”

162 Beckett, Samuel. “The Unnamable”,

Movie Treatment for Spiral Jetty, Part 1, Part2
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163

164 The Lost World

19 Ipid:

“Nothing has ever changed since | have been here. But | dare not infer from this that nothing ever
will change. Let ustry and see where these considerations lead. | have been here, ever since |
began to be, my appearances el sewhere having been put in by other parties. All has proceeded, all
thistime, in the utmost calm, the most perfect order, apart from one or two manifestations, the
meaning of which escapes me. No, it is not that their meaning escapes me, my own escapes me
just as much. Here all things, no, | shall not say it, being unable to, | owe existence to no one,

- these faint fires are not of those that illuminate or burn. Going nowhere, coming nowhere...”

Arthur Conan Doyle
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165
166

Alain Resnais

165

166

Cf. Beckett, Samuel. Film—He Joe.
Last Year in Marienbad
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Et in Utah ego
167

168

167 gmithson, Robert. “The Spiral Jetty”. In Flam, Jack, ed. Robert Smithson: The Collected Witings,
pp.151-152;

“All existence seemed tentative and stagnant...Was | but a shadow in a plastic bubble hovering in a
place outside mind and body ? Et in Utah ego. | was dipping out of myself again, dissolving into a
unicellular being, trying to locate the nucleus at the end of the spiral.”

168 Cf. Movie Treatment for Spiral Jetty, Part 1, Part2

From the Center of the Spira Jetty

North — Mud, salt crystals, rocks, water

North by East —Mud, salt crystals, rocks, water
Northeast by North —Mud, salt crystals, rocks, water
Northeast by East — Mud, salt crystals, rocks, water
East by North — Mud, salt crystals, rocks, water

East — Mud, salt crystals, rocks, water

East by South —Mud, salt crystals, rocks, water
Southeast by East — Mud, salt crystals, rocks, water
Southeast by South —Mud, salt crystals, rocks, water
South by East —Mud, salt crystals, rocks, water
South — Mud, salt crystals, rocks, water

South by West — Mud, salt crystals, rocks, water
Southwest by South —Mud, salt crystals, rocks, water
Southwest by West — Mud, salt crystals, rocks, water
West by South —Mud, salt crystals, rocks, water
West — Mud, salt crystals, rocks, water
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West by North — Mud, salt crystals, rocks, water
Northwest by West — Mud, salt crystals, rocks, water
Northwest by North —Mud, salt crystals, rocks, water
North by West — Mud, salt crystals, rocks, water
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169

170

Mel Bochner
Hayden Planetarium
Domain of the Great Bear

189 Cf. “The Economics of self in Nature and Art”, Archives of American Art, Washington D. C.,
microfilm 3834/0420-0423.

170 gmithson, Robert. “The Spiral Jetty”. In Flam, Jack, ed. Robert Smithson: The Collected Writings,
pp.151-152:
“Gazing intently at the gigantic sun, we at last deciphered the riddle of its unfamiliar aspect. It was
not a single flaming star but millions upon millions of them ...”
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110 171

catastrophic

172

self-constitution

Ralph Waldo Emerson

173

174

71 Cf. “The Domain of the Great Bear”, Art Vbices 5, No 4 (Fall 1966), In Flam, Jack, ed. Robert
Smithson: The Collected Writings, p.33.

172 cf. Broken Circle and Spiral Hill, 1971,
Archives of American Art, Washington D. C., microfilm 3834/0153:

“The notion of the ‘self’ as an objectified abstraction springs from psychological needs for certainty

which avoid the problems of physical phenomenon or external nature.”

1% Emerson: “I myself am nothing but see everything; streams of the all-embracing being pervade me;
| am part or component of God.”

174 “He |eads us to the steps of the jail’s main entrance, pivots and again locks his gaze into the sun.”
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Amarillo Ramp

Texas Overflow 1 Fort Worth Art

175
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Center Museum

Ring of
Sulphur and Asphalt
Emmen

/ Broken Circle/Spiral Hill

Florida Keys Salton Sea

a resource that mediates between ecology

and industry

Timothy Collins

— Minerals Engineering Company of Denver

Creede

Taling Pond —
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Tailing Pond 49
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Tony
Shafrazi

Marsh Ranch Amarillo
Bush Dome

Oklahoma Kansas

Great American Desert

West Texas

Comanches 17

176
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Canadian River

kiva

buffalo grass

Rocky Mountains

Tecovas Creek
Mississippi

Tecovas Lake
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Keyline

P. A. Yeomans

Stanley Marsh
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Richard Serra 111

139



177

77 Coplans, John. “Robert Smithson, The Amarillo Ramp”. In Hobbs, Robert. Robert Smithson:
Sculpture. Ithaca and London : Cornell University Press, 1981, p. 52:
“according to Serra’s report, completely changing the place.”

140



John Coplans

178

18 Coplans, John. “Robert Smithson, The Amarillo Ramp”. In Hobbs, Robert. Robert Smithson:
Sculpture. Ithacaand London : Cornell University Press, 1981, p. 53:
“...the tops of wooden stakes with orange-painted tips that delineated the shape still sticking out
here and there; and the slope of the ramp shaped by the piled red shale and white caliche rock. An
acute sense of temporality, a chronometric experience of movement and time, pervades one's
experience of theinterior of the Earthwork.”
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112

physicality

Frederick Law Olmsted

179

9 |bid., p. 54:

“Beauty, grandeur, impressiveness in any way, from scenery, is not often to be found in afew
prominent, distinguishable features, but in the manner and the unobserved materials with which
these are connected and combined. Clouds, lights, states of the atmosphere, and circumstances that
we cannot always detect, affect al landscape, and especially landscape in which the vicinity of a
body of water isan element.”

Frederick Law Olmsted and the
Dialectical Landscape

Cf. Smithson, Robert. “Frederick Law Olmsted and the Dialectical Landscape”. In Flam, Jack, ed.
Robert Smithson: The Collected Writings. Berkeley, Los Angeles, and London: University of
California Press, 1996, p. 158:
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“Olmsted, ‘the sylvan artist,” yearned for the color green as ‘ Nature's universal robe’ and the
‘Sharawadgi’ parks of England.”

earth sculpture
The Spoils of the Park

Cf. lbid., p. 157:
“The landscape-architect André formerly in charge of the suburban plantations of Paris, was
walking with me through the Buttes-Chaumont Park, of which he was the designer, when
Isaid of a certain passage of it, “ That, to my mind, is the best piece of artificia planting of its
age, | have ever seen.” He smiled and said, “ Shall | confess that it is the result of neglect?”

Paul Shepard Man
in the Landscape

Cf. Ibid., p. 160:
“His (Olmsted’s) report proceeded to note that Europe could not be our model. We must have
something better because it was for all “phases of society.” The opulent, he continued, should
be induced to surround the park with villas, which were to be enjoyed as well as the trees by
the humble folk, since they “delight in viewing magnificent and imposing structures.” A kind
of American doubletalk reconciling villas with democracy and privilege with society in
general had begun.”

143



180

0 Ibid.:
“On the day | was there the vast stretch of |ake water that filled the horizon for 180 degrees was
shot through with the widest range of coloration, from bright pink and blue to gray and black. On
the left, near the abandoned drilling wharf, and for some ten or twelve miles out, a storm was
raging with black clouds massed high into the sky, claps of thunder and flashes of lightning, and
the surface of the lake in turmoil. Toward the center the storm eased off, but with lower clouds and
sheets of rain scudding across the lake surface, amost obliterating from view someislands lying
offshore. To the right, a blue sky almost clear of clouds with a high moon and stars, and on the
extreme right, the sun going down in a mass of almost blinding orange. Where | stood, in the
center of the spiral, awarm wind blew offshore, carrying the smell of the flora, and rustling
through it, the cries of birds. The scrubby, low hills behind began to flatten and darken against the
twilight. The siteis aterribly lonely place, cut off and remote, conveying the feeling of being
completely shunned by man.
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81 1pid.:
“The climate is hot, with little daily variation in temperature, which hovers between 96 and 100

degreesin the summer. But there is a marked dissimilarity in what the land looks like at different
times of the day. The color changes constantly. Between seven and eight o’ clock in the morning
the shadows are heavy and purple, the reflection of the sun off surfaces bright, giving ahigh
contrast to form. At midday the land is flattened by the haze of heat and sun. In the afternoon, as
the sunlight softens, the whole land becomes rust covered. Once you are used to the differencesin
light it is possible to tell the time by the color of the land at a given moment.
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