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Whae's the art?

The last thing a museum should do -Is keep irfemdion from .b \thrs. Ihe
checNIdprigwlt]edherowllhepblderiurvellehtheodllbiuon.Youaro
•hcouraged to cxploro on your own but if you canl lind parfioular works, a
Gallery Attendant will be pleased to assist you.

Any exhibition of what we are calling ``ambient art" must necessarily distort
the work, by calling adention to it, Our only oundorial ®rouee is thd mueeiJrne
dellcollnhodualizD(er,dtheveryleadrolcondodlalizd)alworl®OfarLthue
changivgthemiheul)ueendobvioue\quqLTTlehope[Btoaddrrm®ihde
nenr oondod than is bleh awq/.

'ITbleallhdlemeamkyrlbmlolebb.dcevel.dgldJdbr-oulb
I.p...edovi.rkyr.e.rlahiicpci=citOflbpollhualaudieheeLItcanlndly.
therefore, bo labeled or pointed at with signs without distorting its meaning.
Nor, for the same reasons, would it be true to either the artists' intentions or
the viewer's authentic experience 1:o distribute a map of works in the galleriesl

My hope, morcoMer, is that part Of the experionco Of this chibidoh will be
a heigrdened undorsfandihg and avaroness Of the onvironmend in which it is
proselrfecl. The now CINC building has been lilled with verdry and ding al
dineeibopehhgallulemorothahaye.rago|biltlthaehe`whelecobeen
NledE AI the Same time| oho of the kiry ®Iemords Of -arnbiond all:- is its seam-
Iess integrity with the ambience. So, enjoy the building as it was designed,
without specially constructed exhibition walls and signage, and enjoy the
surprises that await youE -cD



Diredor's Note

lt is a pleasure to be introducing the chibition and aeoornpanying brochure
that my prodeoessob Charles Desmarais, has organized for the Oondemporary
Arfe Oender in his ciuend capacit)/ aB Gndor d LalgeL I have followed the exl
hibitions and drndic evoldioh Of the GAG since the 1 970s, and fool honored
to be leading such a distinguished institution al this point in its 65Lycar history.

Noithing Compared to This Qambient, incidenid and new minimal tendencies in
rooonz arty is very much in keeping with the CAC's mission to provide ffvisual
and interactive experiences that challenge, entorfain and educate.I With ro
overtlydidacdicoondent,th®vrorftchallengeeth®vievertolookthouglTtfully
itcndehihethrougivaeeneeOfdl.coveprahdHe±±eEbelyoqjaiEEEgoir
I-i=eii=iitEtjd.ILITil.iii5lEL[`Tticl-Idwelktry22-LI-+deiicciii5the
dmamian of the drhihg Zaha IIadidldeeigned building, and inspires visitors
to sdehch their minds to see rnoro with their qyes.

\

I am grwhl to the CAIC staff and Trustees who guide the oender with such
enthusiasm and commitment, and to the sponsors for 1:his show, Dr. Stanley
Kaplan, Alice and Harris Weston, Tom Neyer, and JOAnn and George Kurz.
Thanke arie also due to Charles for his realization Of a Compelling oonoept, and
to the partioipalng artistsE

uhda Sheerer
lTio Alice a llarrie Wbedoh hiroder



cteEEE±Nqu

11: Ie en Idea thd has faecihded ulihlcors for oendlrieeE Plalo and Socia±ee
imagiho the \Arorfd as a cave where w® trust more in shadovrs cast on the wall
tthah in realit)A the Zen master Hakuin condemplales 1:he sound Of one hand
clapping. Peroeptual psychologists subdMde space - itself a concept
opposed to objects - into the positive and 1:he negative. Astronomers posit
black holes, absorbing everything around them yet imperceptibleE

But are these really examples Of nothing? We may not be able to prove or
disprove the e>dslenoe Of black holes, bilt if thqy are out therty thq)/ro hot
•hothihgE- A shadow rna/ b® in colno \Aqp irferior to ib rderond, but it is a

phenomenon Of lierit that can be described and studied. Even the idea Of
a sinole Olappino hand is a spiritual toachino tooIE

As Franois MCKce writes in ^foow./)g, a marvelous book Of essays and art on
the topic:

Nothing is impossible. Or, pllt another vny; -rothing- is a conoed so haugh\ ihlith paredex and
oontodiedone that it ddede dchniton. The lldyeEde Of nou\ing is ®omching .nd e.ch au.md to
ceE=EaeTu\.Id.&arEEI""-LEgrmi..b]p\EEElra"Eono'ar.nkty-nk.nHrllLNn\r\Lh.
EEhafroEaaij=orpl.ha\rEEEEiEieEeE==:I

ar, a th. pEi=cecpEie= IIehll Bergeoh put it ih hie 1911 book Oedie
EtofuJfon. `To roproeend `I\Iothing,I w® must either imagine it or oonooive itE-2
And once oonoeived, it is ro longer hcthingE

For many pcople, works Of art are synonymous with rare and precious objectsE
But for most artists, the object has never been the point. The distinction
between what we call ff craft" and ff art" is a modem one, but artists through
history have recognized that there is an inehable element Of the best art
that doesnLt have to do with the tochhical mdlers Of oodihg, caring andoerquthirp
laEmir Malevich declared ih 1915 thd .the ardst has libereded himself hem all
ideas, images, hotiohs, all obiocts arising from them and the ontiro sthlctLlro Of
didactic lifoD" Malovich, and works like his Mthife on Vmife,1918, pushed the
limit, but the notion that the object embodies something supriemely significant,
and at 1:he same time indefinable, has its roots in the philosophy Of art through
the agesE The Groeke' ideal of "catharsis-I I , the rdieious enlightohmond that
Byzalilino or Rehaissanoe er Zen al was mealTl b pledlo I.. wild John
Dewq/ caled `laiffiede opei=eitceF er \Afall.I Beii;iiEEEE I.mod `laln[ I.. I
olth-eeeiEcei5haeleeetodowithth.pbpicalwolkofalileelFthanwiul
its hohmalerial eeserloe.

Ih the midltw®ndedi oendlry, art began to oohsider that essence as its subl
ject. Jchn Cage's soLlndless music oornposition 4[33tl, 1952, and Robert
RaLlschenberg's serfldescriptive Erased de Kconi-ng Drawt'ng, 1953, both deal
directly with what: we might call the ``subetance of abeence." (They lead, how-
ever, to different conclusions= Cage revels in the music Of the worid filling a
space that some would call ffilond-; Rauschenbeyg d once negdee th. harrdl
worftandroilieethe.hand'-thespirit-ofamaedeD

Ih 1958 Y\ree Kieih proeended his famous L® life (The void), a gallery oonl
faihing only the artist's idea, proeerltod with groat fahfaro al a large opening
rooeptionE It was, ho said, a \Arorft about the eesenoe Of art:

TTle object Of this endearor= to crode, edeblish, end present to the public a palpable pictorial
stde in the limits Of a pichlro gallery ln other words, croedon Of en arnbienoe, a genuine pictorial
clirrde,end,therdere,enimlisibleoneLTT\EsErl\iE.ibl.pEdell.IsbdeiNMhth.a.I.ry.p.c..holLd
b.copl-and-"'EdGfiFieailMu\-EEEEEaEEiEi=--u-\cholLd-d\rb.ilh\I\..I\MI.dell..n
ngded-u\.li.*ali.nl-dEEE#oEEOE=\o[p.hdhg:FiEEaE=ai=oa:L'

lTI® art Of the 1960e and '70s is silFfused with disdain for - or, al least, doubt
oonoerhing -the object. Indeed, one Of the most impohant Critical te>ds Of
TJhe era -vs llrary llppand:s Six Years: The Dematferialization Of the Art Object,
7966 to 7972D4 Conceptual art and the Fluxus ff movement" produced some Of
the most obvious examples Of 1:he inclination to devalue art objects in favor
Of at ideas.

Minimalism, too, shlggles with the idea Of Meaning as a topic Of art bilt
dbcle the issue from a oornpledely dirferond direction. ITlo cundor Ann
Goldsteih, who organ-faed oho Of several rooenh major eDthibidons Of minimal
art, describes the early `60s as a time when `art's associative or eyrnbolie
function was being ronegctiatod ih favor Of its conception as a selflreferential
object situal:ed in physical and ternporal space 1:hat engages a self-reflexive
spectatorE" 5 In other words, the artists who adopted the minimalist vocabulary
sought to drain their vrorft Of any reforonoe oLdsido ileelf - a proceee thd d
the same lime filled it up will Ib own eellledderil sijiEfficaiiceL

`IhehoIIpl--th.on.b[=E=€el=I,th.dr[bcci-Icii±E±EE=€T±EE=e±fi-an.
hotcofarolT,andthq)/oorltihuetooccum/arddetoqy,astho\rorf®selectod
tor ^Iothing Oomparod to TT\is demoneRrahe.

/

***

Ours is an era in which bfty and fotrd are ainong our highest values, a time
when 1:he quiet joys Of condernplalion routinely yield to the excitements of
intensity. Art of powerful scale, sound and motion competes well in such
a cultural marketplace.

Many artists today, however, are working against the widespread idea that
vrorf® Of art must insist upon our allehion, must Command the space thqy
occum/I For come. such a \Aq/ ol wohdng ie a kind of hew humility, perfrape
born of renenred inderoct ih anciond haditiohs Of ried®edon and meditdion.
Among others it is a tadio Of irTliltndion - ah insinuation ndher than an insistl
enoe, a subliminal communioalion in the place Of a shouted one.

This ewhibition lcoke at the wordes Of twenty-two artists who ocoupy and
control space by subtle, often indirect, meansE Like the langLlage Of the poct,
distilled to its essence, it is art that means to credo the ineducibl® gedeE
This arre most ealiend dithedoh, hoMmrar, b thd lt le chh hd meant b I.
caifair=iE±€±arMld.d|)/looloddoultfrleiTiarL'Ahl]l.htdl.
peripheralE It ndf9es space es much es it OOcupiee itE

What does it mean to make \rorft that may never be seen, in a socich/ \whero
the brand is ovelyhing? The question could as easily be tuned on its head:
what does it mean that our society has, in its inexorable way, tuned everyl
thing, including people, including art, into little more than a brand? No
wonder, then, that a quest for meaning and significance would lead some
artists to try' dying under the radar.

`If al is to b® hhsfomihg, it has to catch you off guard,- Ffancie Cape. oho
of the axhibitioh'e arddy said ih ah inderview.e There is an air Of alltherTtioity
about worf® that donl by too hard. Vinoenh Mazcau likens some Of his \Arorft
to "a genre soeno - everybody krlows the irnag®." But there is an elernent Of
camouflage, as well, in ambient art - a scent Of sabotage in a fearful time -
and Mazeau's ff EXIT' sign, all:ered to read, ff EVIL," is the leading ®rample in
the chibitien.

In a sense, most active artists live a life infused with arhbiond art. To visit
\Mlalyanydldol.bepei=eL-Icea.orfdth-LiLiiiti=ci±i=tLLLL"Ljcul'
d ldeae and Eiffi55. a eEiffig EEEEEEE=eE thd eeiEf=i=ee thoilqu and .mAI
rohmerlL Vlheh the peraohal impulse beoomee a public cxpreesion it is hdL
tiohally es a discnede object, bLlt sorno artists today lino it productive to blur
the boundary between intomal and eDctemalD lfara Hamilton makes some Of
1:he most selfleffacing works included here. Interviewed for the Contemporary
Arts Cent:er's newsletter, she felt the quotation attributed to her was ffa fuzzy
account Of what I said" and proposed to erase paris Of the toctE llie resulting
erasure Dago four Of the newsledgiv was an uhddibuled, rnulliple worlq

edition 50,unlplue, didibuled b the mueeum's mailing list and on Oilrdhhdi
neuesbhds as a oupplemend to the local altomalive heuspaperE

Not all the artists in this ewhibitioh would rooogniz® music as a souroe for
1:heir work NoverEheless, the development of Ambient Music as a method, if
not a movement, in 1:he twenty-six years since Brian Eno inl:rioduced 1:he conl
copt wit:h his A/usie forA/pods has had a profound cull:ural impactE Eno has
developed a signilicand body Of serious bacnoround music; he wee the lirst to
idendfytheartiedcpoeeibilitieeOfmlel¢-thdceildb.E5EiEedb]ptcoild
b.FlwGiedE'

thhb/, thd colnee doe. b deecrfbhg h musical leme the eculF]fural
worle try Domihidue GormalezlFoerster and Rirfth [llravanija included ih the
crib-diohE GonzalezlFberster rearranged a small library to Create a gcologicall
looking ftyein" of blue book spines; Tiravanija responded some time later by
creating what can only be called a small minimalist sculpture - a stack of red
books - in front of the Blue Vein. In the private home that is their original
setting, the works likely would not be seen by a casual visitor unless pointed
outE But ohoe hotioed, thqy are a visual -dell end reepoheel full of hunlor
and oubebura

Thie chibitioh oouid hot begin to ihcludo all the ardsts who are irmestigalihg
arnbiend possibilides todayE Ewen to allempt a dofhitive survey Of the work Of
those who employ, say, sound or light - two Of the most fulitfLII teehniques
for 1:he purpose - would be nerd to impossible (and would surely take more
space 1:hah is available at any one museum.)

Nothing Compared to This Qarnbient, incidental and rraw minimal tendencies
/A rocar]f arty is, instead, a ounng/ Of worfdng mthode and ideas on the loplc=
eclJpbnl, pellllb/. peifeiiEEiEe; feiiEEaEii mrrthp faii5ii=c; iersciii=,
cocld,ia[[[]ed[ed.

***

Mileeilne are hlding places for ardrfu

lh one eeneo the mLlsoum is the ultimate preeenddioh venue - a hespilabl®
ehvirohmend that carrfully displays and prieserves art, where pcople come to
look in a focused wayE A museum ewhibition announces the respect of experts,
and it shares with the world 1:he artist's most intense and personal ideas and
feelings.

But the museum is also unavoidably an artificial setting, intentionally set apart
from 1:he dayltolday world within which the work Of art wee oonoeived and
mLlst ullimalely have ib decL Museum oudiehoee demand `indeFppgEi=Eoh-
of worle thd have iridihsic meaning, apart from anything that mierit b® said
about therTi. Museum ourders, ih the very act Of selecting one work over
ahothor, remove it from its conderd and subtly ohang® it, as surely as the
scientist Changes an organism by taking it into a laboratory.

I[he museum has not always exi-sted, nor have artists always succumbed to its
sway. AI least since Maroel Duohamp, who subvehed 1:h® privileged object oF
al by dlovding the ovenrday, there have been ardde \who piiafeiiied the hun+
blebtheodrungabwllovalledthoilquoverEeeEiR=qil-Thleaildebthe
chbluoh, ol iEeceesfty, euggede poeeible roulee of irmedigdioh and indelprol
diohE If the chibitioh is suooeschll, however, it will prove this tort to be
superduous, if not andithctical, to the works Of art themseivesE

Ambient art proposes an ff art world" indistinguishable from the real one we
negotiate daily. It envisions a dayltolday world to which nothing compares.

Charles Desmarais
Curator at L[arge

i Grchan Gussin and EIIo Carperfer, eds. q[[ondon: August Media, 2001),16E

2 INow York= Henry Molt and Compan», 278.
3YvesKlein,192811962:ARctriospectivequouston:InstitdefortheAns,RicoUniversfty,

1982), 225.
4INowYork:Praeg®rPublish®rs,1973).

5AnnGoldstein,edE,AMinimalFuturo?ArtasObject,195811968qEEosAngeles:MuseumOf

Contemporary Art, 2004), 17E
6 Unless otherwise noted, all quotations from artists ih the chibition are from irferviows with

the author.



Ricci Albelrda
Born BrooIAm, I\Iew Yule 19ee; lives ih l\lew Yedt

Porbal to Anau\er mmeneion a)eniselD. %0"
Fibnglas
28 x 72 x 1 1 inches
Ooudeey Of Andrew ltraps Gallery, New York

Portal to Another Dimension qtoseanne) , qcol
Fiberglas
16 x 16 x 5 inches
Courtesy of Andrew ltreps Gallery, New York

Ricci Albenda oreales sensuous sculptural foms, subtly "scooped out" Of 1:he
gallery wall. The artist sees these worJes as "portals to another dimension,- but-dimension. is a word Of multiple meaninge] Ih facL Albendde epdial ndpLII
Idoneouggeetaee.ichfubthahewgeciiijE/-ahotherthdofphpelcal
apace-ewelleenaii5aiiiEierealfty.

W®aperienceaverktryRicciAlbendaoompledelydifforondyfromth®way
w® ongag® meet soulpturo. From one vanfago point, the larger Don/se collapl
see into 1:he concehiral:ed energy of Rescame; in a different light, both works
nearly disappear, or the budllike Roesarme may appear to bloom into its
nearly six-foot sister. IThe works are named for women in the artist's life, but
he says that the primary function of the names is to catalogue them.)

Th®spaoethalvrovl-ow®rsoocunyisachlallyanundiffenenddedpertOfthe
eculpblmW®beeomoenvelopedtrytheworftofarLpehapecompldely
umwaro thd \ve are, literally, oohfained try it.

Albenda .amed hEe BEA from the Rhode Island School of Design ih 19ee. Sofeded Solo chibil
liohs= .Prpiocts 74: Rioci Albenda,. Museum of Modern Art, Now Yorfe 2001 . Group exhibitiorre=
"OLit Of Sight,- Now Museum Of Contemporary Art, Now York, 2002; "The Amedcans,. Barbican

Art Gallery, London, 2001 ; .Groeder Now Ybrfq' P.SE 1 Oondanporary AI Oenmer, l\lowYIDb 2000

firde Oap.
Born IEin, Portugal, 1952; IEvee Eh I\IewYledt

The.apng.2"
2x4wldJde,Igivl.IgivMRT,pah
leexl46x7IFEdies
OoirfeqytheardstahdMurrayauy,l\IewYedt

\^hal is the diFforonoe between a carpenher and a sculptor? Franois Cape
has built a mctioulously orafled woodlpanel wall, not as a decorative surface
but as a disorcte object] ln one sense such works are, he agrees, ``absolutely"
like abstract paintings - color field surfaces arranged according to classic
formal principles. But they arie also, of course, tributes to work and vrorkers.
Trained both in art schcols and as a journeyman wood\rorler, Cape brings
the two halitione togedier, propping indellechlal specudion against mLrmllar
:   `.  :     :     +:

ABwithrmnyOfhisworle,Oapededgnedthiswdlspecificallyforth®
Oondemporary Ahs Condor, and it is his first foray into a rigidly Modern vooabu-
IaryE Its proportions, its seams and joints, might be mistaken to be required
by the constraint:s of construction; they arie, in fact, ar[istio responses to 1:he
building's arohitecture. Thus, Cape's vrall is a reminder that everything w®
make, all that w® do, is a choico[

Reoendy the ardst has begun to Consider bout sides of the wall, imrahthg a
thdofuiEapecffi¢mllthefuth.ieEiEid'halfofth.worfc

Qip...in.dnLfi^fromth.try.hdalldl[ondon^It®dleolhloe2,dld.ddth.
Slgwhegah School Of Palhllng end Sculpblro lh 19cO. end .amed a eecond MFA from
Goldsmiths Oollego. Universfty Of lEondoh, ih 1991. Selected solo crib.hions= Mummy Guy, Now
York, 2004, 2001 ; Galerie Andreas Grimm, Munich, Germany, 2001. Group ewhibitions: "On,"

Murray Guy, New York, 2003; "Flcor to Ceiling," Aldrioh Museum Of Contemporary Art, Ridgof®ld,
CT, 2002; I-Groaler New Ybrfq' P.S.1 0ondemporary Art Oender. I\lew Ytlq aeE

Maurizie QMha
Born PedLra, Ittry. loco; Iivee ih Miho

TiLdsli.+esFTIfardidonid pfty
hir"NNfro variable
Oouheey the Brand Founddion, Greenwich, CT

Realism ih art fakes a boding rogularfy, bLlt ho artist is a more joyful bully than
Mourizio CaltolanE In a vrork done for the 1997 Venice Biennale he mounted
hundreds of stuffied pigeons in the galleries, high above the heads of visitors
and the valuable and hagile works Of other artists. Faux pigeon splaltchngs on
the floors and walls - a roforohoe to Abinct Exproeeioh-rsrn. perfrape -
conpledde~
IhlheHngoofthealworfd,worfeofalthdaroloahedlythelo`maeb
cpdibMohe oublde their home city are said to .bael]' It is a particulahy apt
\Arord in the case Of OaHelan's birdlsoulpfures, which h® calls T«dsb. (|ourists|.
Thirty-throe have traveled to Cincinnati.

The silliness of their presence in a museum is part Of the point, but they also
bring attention to the absurdity of creating such artificial and hermetic environ-
ments as museums to hold living works of artl Isolated in the gallery from the
messy oLltside wohd, we are the objeds Of these tourists' obeendion.

SeMltugtut9e!ected.oloedEHEciii:a.Ierl.ChAe.dArlDcafiEEij©IT.IblT.rib|
Itdy, ae4; The Mueeiln ol Oomemperary AI MOCA, I.oe Ahgelee, CA, 20ce; Marian Ghodrm
Gallery, Ne`Ar Ybrfq 2002. Group ®diibitions: T2004 Whilney Binnid E]chibition,. Whihey Muoum
oF American Art:, Now York, 2004; ffslato Of Play,. Serpedine Gallery, London, U.K, 2004; ry®nic®
Biennal® Exhibition,I Venice, Itry, 2003

Martin Cred
Born Wakich®Id, England,1968; lives ih Alioudi, Italy

Wbrkrro.160(TT\eughisGoingOnend0«,ThirtySecondsOn,TT\irl;I/s~cp,i9eeEe-twIH|-d-iihJ[-Liife
eeEeeden d ranhth I Ihed, Bodon

AITaeBrfbhiriael,aeafindidfuth®preedgiouellllrneI-PrirtyMarfih
Creed had the audcoity to proeend Wed"o. 227: The fu.gins ao/ng On end
CW, for which AVo. 7cO is an earf ior prooedent. As with all his art of the past
fifteenlplus years, the titles are eDtact descriptions of the form of the worksE

To the consternation of the British tabloid press, the artist won the prize, and
wit:h it the obligation to explain himself. With a mixEuro of Candor and gall,
Creed told the BBC, I-I wee trying to make solnediing that \rould make use Of
the\whol®spaceendihanother\qu/Ioouldh[tdecidewhdtodo..

But then, sdiking a romandc here that might b® quually appropriate to the art
Of JEMEW. Tumor hims®If, h® added, "I couldn[t find a malchal I wanted to
make something out of. Because I want my work to have the whole world in it
and to mean everything to everyone and that:Js an impossible drieam."

Humor is a central element Of Creed's work, which Can focus our adendion on
our surroundings via the most minimal Of rneains. Wedr^fo. 775.1995, is en
crample=itieouMedAJrtyJidb.fiparbJI.(.AoarqponchlyUSD-.
Cluliffi=i=h&-I.®eheeldFII.Alhmleeellpehaelh.veawuledu.lm
Plb Selected eolo odllHohe= Oend. fu Oomemporary Art. ujaztloveki, WeynyL 2004; .A
Largo Pico Of Fumifuro Partially Obdrledng a Door,. Alberto Pcola Ahs Oorfernporanca, Turih,
2002; "Art Now: Martin Creed," Tale Britain, London, U.K., 2001 I Group ewhibitions: "State Of

Play," Serpentine Gallery, London, 2004; Tempo," The MLJsoum Of Moden'i Art, Now Yorfe 20ca

Briar Eno
Born Wbodbridg®, England, 1948; lives ih I.ondon

MudefuAIrpde\+91®
Audio cO
4e mihutb le eecorde
OurtrtyOfdeardct

lTiough Briar Eho developed his idea Of .ambient musie' ncarfy sO years ago,
his induenco on the world Of music corhinues to be profoundE The concept Of
at that is fully present, yet not insistent, has found ouneney in 1:he visual arts
as wellE Though 1:here have been many excellent ambient music projects since
Must-c forA-pods, none is a more appropriate 1:home for this exhibition, and
so it indoduoes the show in the Crfuc's Dr. Slanky and Mickey laplan I-Tall.

Eho has edled his arlbiem worft .muele fu drfthg oh eomonherty- but ly
thd he doee hd me.h thd lt doeenl hrolve the pei.oh wlro aperiehcee it. Ih
fact. he sap, .Ambient is closer to heavy medal than anything else. Because
it's to do with immersion and so is heavy metal.I The analogy in the visual arts
might be to arehitecture, which Can have a profound effect on our emotions,
our inl:eractions wit:h others, even our way of living, without our full realization.

Eno studied at lpswich Art Sohcol, East Anglia, U.KD, and in 1964 rcoeived a Diploma in Fine Art

from the Winchoeder School Of Art, llanpchirty U.K Selected solo ohlbluone= .Inhodlchg
lh.hDeelghJTeiEipeia=yArbO.rbIHrm,Th.I\=ffii=iiEda|2003;Icompactforut
Ficpeeai.I Sam FEaitciaco Mueeirm of Modern AIL Sap Ffahcieoo, 2cO1 ; `Tho Ouict Club,.
Heyvrard Gallery, L[ondon, U,K, 20cO

Sponcer Finch
Born New Haven, Connecticut,1962; I-Ives in Brookiim

VVIntor LJght (shedow, Monct`s House, Givemw), 118103. 2kyoB
Two light fixtures with filtered fluorescent bulbs
84 x 3 1/2 x 3 inches each
Courfeey Of the artist and Pesthastors Gallery, l\lew Ybrft

Memory and mood are conheded not only to lime end th. owTb thd pars
dr®ud b Ouch a mlgiv b. ieci=ed h a mllthnL EeiEEeiE5 d iiiEEeiE±eied
eipei=eiEcethdcahb.moroIIleme|biltthdarohotohenrocorded,arocarL
Tied uporl the air - sound, smells, and fool, for eramplo. Or, as Spenoer Fihoh
shcus us, Color.

Widi the aid Of fluorosoend lamps laid on the gallery floor, Finch Creates an
intimate landscape= a moment on a winter afternoon, standing in the shade of
Monet's famous house in Giverny. Monet, of course, was the kind Of painter
who would have exulted even to suggest the light quality al that instant. Finch
uses liehi ]hsolf, medering and recording ib intensity and Color tompndlro
outdoors ih Fhhce| then reproducing it with carchllb/ calibrded fillers ih a
mueeurn gallery in Cihcinhdi. Ilo does not show Lls a plaeo, es a phctograr
phor nigh de; ho brings it to Lis, and pids us into it.

Fiinch neoeived his MFA in Sculpfuro from Rhod® Island School Of Design in 1989; BA in
Comparative litorafuro from Llamilton College, Clinton, I\Iew Ybrfq in 1985; and studied at
Doshisha Univertry, lfyoto, Japan, ih 1984. Selected solo ardhibitione: Porlikiis, Ffahkfurt,
aemqu/, ace; Arbace, Sam Andonlo. Toqe. ae; Eciinii5iii any. I\lM'Ylrf 2ma
dye=t==:citi="4\Ahhq/N.nhlllEEiEi=ciiJ\Mh/NIlmdAhrfuAILl\l.Ir
Ylbll. 2004 `hb lbT Aldrfdl Nloun dAIL R=5jaffie=d, CFT, ae

Ton rmrm
Born: St. houis, Missouri,1965; lives ih Northampton, MA

untided.Zone
plastic, hair, fuzz, Play-doh, wire, paint
1 x 3/4 x 1/2 inches
Collection of Frayda and Ronald Feldman, New York

One of Tom Friedman's best-known works of art is a meticulously crafEed
sculpture, at I :1 scale, of a housefly. IVoth/ng Compared to 77)/s is the first
public ewhibition to preend the solfLdaprecaling sequel to that 1 ge5 worfe
hour in the cod lectioh of the Museum of Modeln Art

Toutthebouhdarieeofroalian,ceMaurizioOamelan,Ahyscallaccio.IQ
Oniro and ouve also do in this chibition, is a hadidon Of modemism going
back al least to Manct, What is worthy Of our hal:ice? Why are certain subjeds
thought to be heroic and others vulgar?

Friedman's sculpture also lampoons contemporary art that relies on spectacle
for its effect on an audience. Into a work that oooupies less than half a oubio
inch,1:h®artistconoendalesallth®aHehionaviowermielitbringtoawck
Tilling de grng mrmE

ffii=iiiw--And.dnIAh.eipnlimu-thhAI.Iblfydlllblchb-hle.Oed
•BIAhglquolmehfromW=Ehhj=ciiLhlw.n.b/,SthabMO,h19ee.Selecbdede
chibition: Soilth I.®hdon Gallery, LEondon, 2cO4; Museum of Oondanponary Art, Chieago. 2000.
Group exhibid-ons: I-Casino 2001,I Stedelijk Museum Vcor Actuele Kunst, Gent, Belgium, 2001





Todd Pavlisko
Born 1974, New York; lives in Chicago

Founfa/`n, 2004 (edition 6)
Drinking fountain, pump, wine
Dimensions variable
Courtesy of Monique Meloche Gallery, Chicago

Fo«rfu-», 2003, is a typical, stainless steel wader cooler such as might be
found in ah office or the corridors Of a museLlml -nry to use it, however, and
this drihkihg foundaih delivers rod wine. The allusion to mlchamp's famous
red)made also Mod fouthar» ie clear, co ie the i5feiiitce to the hiblical
lhiracle ol wder breed indo wineE

\^hen proeonded for the 1ilst time al Cinoinnati's Linda Schwartz Gallery, the
sculpture occupied a prime space on the gallery wall. Yet visitors -even
those who knew 1:he gallery well - routinely ignored it unless they vroro
thirtry. Such is the dength Of our habib of obeendioh.

IIero|theworftiepL-'--eiiE=e€dihalnorohdlraliedceding,ihparttoheighleh
ib thct ce en argirmend for al ae hneubutnddiohE

PMow-aEiededonNIAfromCffiijeNlehlhl`rty,PMihh2002nd.IHL
hm IIlrd LII`rty, ®dB14 all h lerE eeEefeE .elo edt=H:ciia: .DeveicpEig I\lew Reditiee=
inderehange, simultanoiEy in action," Oerfomance) Het Westllndisch Huis, Amsterdam, Holland,
2001 ; "Delivering Time," Performative Arts Symposium, Penn State University, State College,

PA Group chibitions: "None the I.es, AIl the More,I Bionhid, Pitbburgh Oender for the Are,
ENbburgh. RA, 2000

Ienh Sander
Born Bensbeyg, Germany,1957; lives in Berlin

0:15. 8:82,18:28, 28:08, 86:57, 41", 2004
0ordemporary Arfe Oerfer, Oiridnndu
Aud[Io oornpact disc OAP( Bauer. Sound .ngheeD
aha lur
OdyofdearH
lllfaB\to. 1oox Too. 2ooL
OoTdernporary Arfe Oerder, ancinned
polished wallpeind
39 3/8 x 39 3/8 inches approx.
Courtesy of the artist

Patina, 2004
Contemporary Arts Center, Cincinnati
Primed canvas collecting patina
Courtesy of the artist

lfarin Sander has cohsbucted throe new worle for this chibitioh, all of them
peifeffi/ andilable b obeer`dioh, all of them eaq/ b mieeL a.-75, e.`32, 7&[28,
28:ce, ee]]57, 47ro4 ie a Sound worfq ib Me the lq/ to indenrale during each
hour wllen it ie heard ih the gallerfeeL The EEeeiEgi=Ioue eound of a eplah, lab
hg ne more than a eecciEd er eo| blhg. a d]ruing lecollectioh Of ndr® -
•Iandscapee' Of a sort -into the ostensibly neutral space of 1:he museum.

Also included is one of a series of ``wallpieces" the artist has produced since
1986. As she has pointed out, ``the picture is creal:ed not by applying material
but by removing itl" Many hours Of sahding a paleh oh a wall's surface bring it
to a high polish - produoihg a vrork simulfahcously apart from its support and
its ambience and a pall Of itE The redective glaze is al oho limo ah impendr
blo plane and a deep illueiohE

Llanglng on th. Sbth ted fa¢ade Of th. GAC Ie a -pdlm palrlllng- eiieiEed
try the chance oolordioh imparted by vndhor and 1:h® urban airD The work
announces the exhibition perfectly: it is a self-portrait of the city, presented as
no more or less valid a record than the concrete wall upon which it hangs, yet
more signifioand for the it rqpra-
end.ri=it=i=th.Wh|/Ill.-md^iTIJLrl-IAlbiijEiit=ii=elb/.elbin5iiiTlh
19eeahdwi.aiijii5e=E=ciEE=homth.e±EE=5EteA=aEeiEi=edrHdeitdeitltrysdllqu
GeiiEEiiii/.hlou.hdth.Fhl.Kifii=chl.9±Hhlthe±eEE.deeE==ciEi=-
indrlrcthal.god.Ar.cai=iT|Iwfiii,-AJ-Lii5®dccitEI=-=sFb2oo3;
Slaalegaleri® Stungarf, Sdrlttgart, Gemany, 2002; D[Amelio Terras, New York, 2002E Group exhil
bitions= "Singular Forms (Sometimes Repeated)," Solomon R. Guggenheim Museum, New York,

NY, 2004; "The Photogenic,I lnsthne Of Oorfemporary Arty Philadelmfa, PA, 20ae; LO10101,I
SanFfahciecoMueeumofModemArf,Sanmncieoo,CA,2cO1

Ten~ Straha
Born Nassau, BahalTlas,1979; lives ih I\Iassau and I\Iew I[Iaven, Oohheedcut

I Oan\t Fbrgct llln\ct I IIEM. Fbrgoden. 2cOLIIedequ
Dhia-Ein-iiviiffi
Odyolheartid
un"-2"
Broken beer boMo, beer, and lasorLout boer bottle
Dimensions variable
Courtesy of the artist

A Bahamian artist, transplanted to Rhode Island, shares his longing for
\    the very dlfetend islands left behind throLIgh \rorf® made Of liglit and hod.

/ aar]T fotyed lthd / /foe forgoder] pieeeiE5 hod ae en object - unseen
bilt inEeiiseiy pFeeeiEE - moinded on a pedeutlE Ih en eahier worft Shchan
•impohed'' the liglit from his iEEc5EeiTe yard irl I\laeeau IIhe hle New' EE5aiEd

bedi3ciEE, try hlhg lqu md.rs and all I.mpe vl. th. IhllmA

^eeccl-IdeinJ-Liiiwkh-dobeoncciiiiEtiiiii=c+-IedtrytheQAO:a\heual
lhystory story, told ih two identical chaptersl The piece recalls a 2003 work for
which the artist removed a broken window from a building in a derelict neigh-
borhood, then had it identically reproduced using laserLcutting teohnologyE
Several Of the Copies were rolinstalled in the same heighbohood. Thus a
chance or dedrlctive event is oelobraled as a multiple soulpturo Of hegadive
spaeo, and the oornmunfty rooeives a humble gift a simple gechlro Of hotioeE

SifecitaiEr.e.hedlbBIAhommed.IlmdedleeldD.dghh200e;he±±±e±IEI].ml^Ibd
hm lII`rty/. Pleddehee| RI. h 2002 end was awnded an Associalee Degree iri Fine Ahs
from the College Of the Bahamas, Nassau, in 1999. Group exhibitions: "One-on-One," Pierogi

Gallery, New York, 2003; ff Mine," I[[ombard Fried Fine Arts, l\Iew Ybrfq 2003; Ion the Edge of llme=

contemporary al from the Oai=beafi.I Ihl-hAmei=eaiE Deve=cpiiEaiE= I.hl[ ififeihEEj3ii DCL an

I-Sun
Born Seoul, toroa,19G2; lives ih NewYedt

lwho Am W®? givtm). an
Foureolororfectwallpaper
Each siEee= 24 x ee EECEEee
OoillIq/ Of the ardd and IEEiiEiaiiiE Malph Gallery, I\lew Yblk

The workol l®roen alH Dollllo Sub has dhded dlendoh for its power to
evoke personal memory in the contend of cull:ural analysis. Who Am We? is an
installation of wallpaper, a medium increasingly used by artists today. From a
distance the wall is an attractive, if incidental, mauve field; upon close exarnil
nation, ah indistinct pallem rcoives into 1:housands Of photographic images
Of Asian faces: distinct individuals - Suh's high schcol olassrnales - rther
than the hornogohoity implied try the social oohoept of race, er the ropdioh
of doe on an omaiEEeiEEI silfaceL

Th. 5adHoiia= 1decci5fie arbl hoe been cciEEiEEahdeerod try map/ cunend
ardde es a medium for social, oven polemical, sfatementsE Other examples in
this exhibition are the work of Francis Cape and Jorge Pardo.

Suh earned an MFA in sculpture from Yale University School of Art in 1997; in 1987 he rooeived

MFA and BEA degroee ih Chelhl Pdluu d Seoil I\lduoml lhl`rty/, I®I.I §eEefe± .elo .dlll
bMen.= loo IIIo Sill= Rifee=e5E`qL' SedM. All NI..iln, 2me `Dollo Sih= The I.rf.ct llemeL-
Saiiefi=ealq/,I[ohdeh,UEIC,2002;\Athq/NI-mdAiiiii:ciiiAltIPhlbNell+I\l.Ir
Ylrfan.ampi±I[Ivh.IHhealldrl\l.irNI..imdcfi±AILI\Iew
Yledq 2008; -loth Bienmle of Srdney= lTio Weld May B® q=anfastio)," Sydney, Australia, 2oo2

Tony Tasset
Born Cincinnati, Ohio,1960; lives in Chicago

Sculpture Bench , +986:87
Leather, cushion, lacquer, wood, acrylic
22 x 55 x 19 inches
Couheey Of the artist and foigen Oondemporary

W® assume that what is displayed ih a museum is art, and Maroel Duohamp
fought us to see that al is aquing ah artist does. From thceo hlisms
oomo all the jokes aboilt pcople ih al galleries pilzlihg over the meahlng ol
air oohditiohihg vehb end colleders orferihg to bi|y fire odinguiehers end
janide[ carts,

Ih fact, thoro are conventions that signal value in the halls where art is shown,
A frame, a spotlight, a Plexiglas® case will serve multiple functions, from
conservation to veneraEionE Those Codes have been lang®ly omitted hem this
®hibitioh es en cxperimend ih th. oorivq)phce of meahihg.

Tom/hsecthaemadesuchsighethesubctanoeofhie19eeworkSc[dyqm.
Banch, Ch oho level a simple plq/ on words, bq)phd thd the piece neqidree
u|.bea.I-iLdaEL-theii+ii=cL-E=jbiEiij5eiEOudlld...-Awl-|u|iErici+-IceF.ndIll-.
'1-1iffi=edth.ArfAe.I.in/dChcEiiiiELgrdlthgih1983;hoeamedhisMFAal

the School Of the Art Institute Of Chicago in 1985. Selected solo exhibitions: Portland Institute

for Contemporary Art, 2003; Feigen Contemporary, New York, 2002; ffTony Tassel: As It ls,I

Contemporary Arfe Oonder, 2000E Group Gxhibitiohs: .ufo, IRA, I[eve, lido, Pleasure, Pain,I
Museum Of OorTtwnporary Art, Chicago, ZOOS; .I[ookihg d America,I Yde Uhiversfty All Qalleiy,
rtw Hfty 2oo2

Rirkrft'llrfuenit
Born Buenoe Alree, Argendna,19el ; llve. In Berfh .hd I\l.w Ytht

ledTTrm.+"
B001®
hiiEiiiis variable
Oollectioh of laroh and Andy Stillpass

For a discussion of this work, please see the entry for Dominique Gonzalezl
Foerster, above.

Tiravanija attended the Whitney Independent Studies Program in 1988; he studied at the School

OftheArtlnetiuneofChieaoo,BandOehtlrSchooldFli.Arbond-oee±gedAlth`nHh3±€E±.ebiijiLL==ci=Imah/,Eii=|iirl,ulcaellolj5€=±±E±±-I,\hL
2pecMhcciiin+q/ArLlqu|IIIL[hanalupiiiiL|==ai=-daiiliihL|ii>
-lln[IHplb'eriiinLjiiiir`AI.-,aelb±ijirN-imd
caiEiET|IWT=i/AILI[bAngde.2001;IEgorfugal,'7thlndemdonallstanbulBienniaJ,2001

Andrea Zittel
Born Escondido, California,1965; lives in New York and Los Angeles

A-Z Uniform for Andy Stillpass, +994
Wcol and silk
Dimensions variable
Collection Of kiron and Andy Sdillpass

Andriea ZittelJs Aliz Unjfor777 forAmdy Sd.wlwlpass is not always on vie`A/ in this
eDchibition, becaLlse the \Arorft is complete only \whoh worn dy its owner. [ITi®
owner will visit the CIA0 and dlehd lnueeurn functions rogulab/ during the run
01 de axhunluanE

h 1994 Andy enb.ee. d the the en automobile dealer prolnihend in the
Oihoihndi region, oommissioned Zittol to design a suit that he could wear to
work. Asked to provide information about the way he worked and where the
garment would be won, the collector outlined the basic tom Of his profossiol
hal and social IifeE A ooneenwhre, darft wcol suiL .mbelliehed ohb/ try a subqy
darker silk dim, was the roeulL Ardst and Collector agreed thd this \ras to b®
aunifemEstillpasewouldwearthesuitorelueivelyfordleasteixFficiEEis
each ye.I, wlllch he dd for el]t]pale iM he Cold th. bu.he.eL

The work Inn/ b. a eeiEiiEEeiEEi]/ on the regimenddioh of busihees, but it is
rnoro than that, as Sdillpass recognized from the start of the project. He wrote
to Zittel, "I have come to realize how disorganized have been my wardrobe
choices in functionally and symbolically determining my identfty."

The implication is that in allowing sorncono else to make thcee wardrobe
choices, that person (or, in the case Of many Of us, that designer, that store,
that rnahufachlroD takes a hand ih dedemihing idendb/I AE that moment. he
surdy' realized. he was agl.eing b beccifie the Collector oolleeded.

ZIIl roed`-I on lfiL h 9±±n from mod. I.I.hd School of De.Igi h 19cO end a BEA
iri Pailiting and Soulpfuro from Sam Diego State Universfty in 1988. Selected solo exhibitions:
Sammlung Goetz, Munich, Germany, 2003; "Andrea Zittel: A-Z Compartment Units," Ikon Gallery,

Bimingham, U.K, 2cO1 ; Gallery Slde 2, 'folqp ilqu, 2002E Onip eEiEHciii: lfiffiHiiei/ Eeiiiiiii
=5i=HieiiT I\lowrYbllq ael; "1 I[de Nr Bergeh All NI..im I.rg.h. I\lelwq/, ael; .\fonle.
B1- =a=:=pl \fup itrty, aooe



INnezqu
Born Mauuleh, AIIMa. 195e; IIw.e h Vlehra

urdMW. 19en
Baiife bend
72xeexleEictLiee
Phde cofLewh

A ed Of shchee that seem less than uschll - deep but not far enough apart
to take advantage of their depth, risky in I:heir unsupported cantilevers. A
sculpture constructed with the precision of a work by Donald Judd, but of
humbler material, less imposing scale, unmusoular proportions.

What are w® to make Of H®imo Zbbemig's fladiocted, oven goofy object,
hanging in the middle Of a major wall but seeming to serve ho fuhdioh?
Sculpfuroorfumifuro?I.Coking,Iikecolnap/ofthearddeihthieedllbEuoh,
bunekeihthepalollldy\roindbalevewandbcaHAlendThewedd,
Zbbonly eeerne to allow both possibilities and neith®rE

Zobemig has diplomas from 1:he Hochschule fur Angewandte Kunst, Wien, Osterreich (1983) and
the Akademie der Bildenden Kunste Wien, Wien, Osteneioh (1980)I Selected solo chibitione:
loindkiBaeel,S`ffi=ei=a+-d2008;Andro.Ro.eiha.I.ry,I\IWYlbll[IW,20tEaropedl]L
ueh.= .AI h a.hM Euep.E lelelleee' hiEaic=5ii .Im We| B± qdy .4elh Vhle.
N.nml.'VIhle.Itlly,20Or



Souroes and Achowledgemehts

lt is more than mere coincidence that the erdtibition A Mr`ri+inB/ FIArop Art es
Ob/tef, 7958-7968 al the Museum Of Contemporary Art in Llco Aligedee. which
tcok place carlier this year, coincided almost exactly with a major chow on
The East Ooast\ Singular Forms 6ornedrnes Rapeched): Ar. from 1951 to the
Plesonf at the Guggenheim MLisoum also pesits a hideiy Of minimediem. In
eddidon, several smaller chibidone on redaled topics have been mounted al
rnuseurns and galleries in 2004. AI the sarl® time, a consortium Of thirtyLeix
museums, soienco oenders and other oulturd organizalione ih the Philedalphia
region prosended The Bid-g M7rm7ig, following upon such proced®rfe as the
ewhibidoh Nothing (and the book inepirod by iE) that haMeled through Europe
in 2001 and the Ahdroa Rceen Gallelys 2003 show, /» FW W®w,

This chibidon al the Oondemporary Ahs Oender was initially conceived withl
out howledg® Of such comprehensive Offbds indemdiohally. But somcthihg,
surtry, is ih the air, and the Gwhibitioh has benched gredly from the roscareh
and ideas dov®loped by their ourdersE AIbdi7ig Compared to This is a more
personal selection Of a limited number Of vrorf® chceen, hahldy, because I
wee irhigued by what seemed a widespread impulse that I did not fully underl
stand. I arm pleased to share my disooveries with the communfty to whom I
devoted nine years Of my career as Crfuc Diredor, and \Ath whom I Icok forl
vrard to exploring the vifalfty Of todey's al as the mueeum's Curdor ct I.argoE

GAC Ourdorial Assistant Sandra ught oohducted roeeareh, arranged loans
and proparod biographical malerialsE More imporfandly, she made many help-
ful suggestions regarding the chibitioh contend and fom; I am indebted to
her for her professional assistance and collaboration. CAC Chair Joe Halo;
Trustees Tom Neyer, Sfan Kaplan, and Alice W6ston; and my ffiends Andy
Stillpass (Whose inspired collection ignited my early interest in this wore and
George Kurz haIve been supportive from the chibition's inceptionE Since her
appoindrn®nd as Alice & Harris W®ston Director, L[inda Shcaror has been ®rithul
siastic ih her encouragement. ae has the ITiueeum etnd.

I arm grrful to the lenders end galleries roooghized ih the chibition checldist
for their oooperdion, and also to the following for ideas and assistahco=
the slarfe Of Gavih Browh's ontorprise, Mare FODcx Gallery, and D'Am®lio
Terras Gallery; Joe Amh®ih, Piorogi; Thorn Collins; Rosamund F®Isen;
lfara Hamilton; Hudson, Feature, Ino.; Rose Lend, Malan Goodman Gallery;
Anthony MCN®mey, Christie's, I.ondon; and Jeanne Groenberg Rohal)in,
sedoh 94.

Finally. and most importry. we all owe thanle to the ardde wlroee worft and
Idea. ere d the eefi=eF Of TAB thlL -CD



A Note on the [fype

l[he typeface used throughout this exhibition guide is generated by a custom
computer program developed for IVoth+.ng Compared to rht.s by 0 R G inc.
The automated typeface program reads all of the waveforms from Track 1/1
Of Musie ForA/Irpods by Briar Eno, and uses this ddt to vary the thickmrs
oledldbrtyp...lhthl.guldLByhckingth.quidililiFiie3oltyp.
th. Il..der Mlone the music co it llowre scarnlessly through the typography -
inconsequential and completely present simultaneously.
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