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TEKCTOBHU

Haueuia Bauienu u Cumianxko Iabnecku

Npoexui wHa
Copoc uenumiapoia 3a cobpemenu ymeiinociiu - Cxoiuije, Makegonuja
Kypauwiop Hebojuwia Bunuk

La MaMa La Galleria, New York
8-12. april 1997

M3noxbaiia Texcuiobu ce ogHecyba na gba upuoga Kon uiekciuioul Kaxko
ymeliHUYKU eKclUoHeHUll Ha KoHueuiinuiue 3aguunu bo genaiia ma Jawueilia
Banienu u Ciuauko Ilabnecku. Tekciiobuine io ogpegybaaii upuogoiu Kowu
ymeiinuvKaila apiiuKkynauuja Ha 0gHOCOW ymeliHUK - ceiauiHocli, ymeiliHUuK-
ciibapHocii u ymeiinukoid - ouwieciubo.

HMabpanuuie gena Ha gbailia maxkegoncku ymeiinuka io Hoxkaxybaaiu
nubnuoii ogHoc Kou gbe ciieuvuduunu cociiojbu. Ipbailia cociliojba (Bauienu)
uuwmyba 3a Hoinegoiu Kou nagbopewnoiio u io ocuiabyba ymeuminukoii bo
iosuyuja bo Koja wioj e ogpegen ga ce uocuiabu bo ynoiamia na
bocuiociiabybaise na uapanenu co muunamiuiie uckyciuba. Ioceinybawmeuio uo
usbagouu og Cbhbeiiouwio IMMucmo u yxkaxybameitio na upodeunickuiie
uipeiickaxybamwa ja 3aceiaitia mubuaitia peanusauuja bo genewmnuuauia. Bauienu
ulbupa gba uHapanennu iuekciia: HNocnanujaitia na Cb. Ilabne go Konocjanuiue
u go Punuijanuiie u becruxkoii Hoba Makegouuja og 19.06. 1996. u pasHo iu
uciuwyba Ha wpauciiapenitinu xapiiuu, JyKciiaioHupaweilio HaA egeH
KaHoHu3lupau uleKcill co uieKcii 04y ceKojguebueiio ja upobnemaiiuzupa
cociiojbauia Ha guebno-tUonumiuvKailla ynoia Koja ja upelema penuiujaiia bo
Hocii-KOMyHUcIu4Koiio goba bo Koe ce uameciuybaaii cuilie bpeguocitiu. Ho, u
bpeguociia Koja e uonygena cimianyba tipobnemaitiuvna: ociiopybaeitio na
penuiuoinuiie bpegnociiu bo munauiouio iu uoimipecybaaii ucuiuiue bpegnociuiu
bo ceiawnociia upabejiu og nHub ucebo-uzganuja/bpeguociiu,

Bitiopaiia cociuoj6a (Iabnecku) wumyba 3a iiocinegoili xou buaiupewmnoiio
u io uociiabyba ymeiminukoiu bo ynoia na bocuiocuiabybame Ha iapanenu co
ceiawmnuiie uckyciuba. ITabnecku co WecKkuwiowi iu ucimipaxyba buaiipewnuine
cny4ybawa Hui Kou ymeminuxkoii uomunuyba unu xou iu upoxubyba. Hus
uwiexciuoii (xoj, Hioitiouno, ce ogbuba nui pegeme na 36opobu) ce iipobnexyba
Konueumoui Ha oiibopeno u jabuo omikpubaise Ha obue Hipouecu Kou
3bopybaaiu 3a ymeiunukoiu. Ilabnecku obaa jabua Kkomyumukuuja ue ja
ociibapyba co cboeitio (iienecno) ifipucycitibo, Hiyky co Kouueliliyanulupare Ha
ftioa upucyciibo. Texkciiobuilie Kou iioj iu Hievailiu Upeiiciiabybaaiu
Komenuiapu 3a iipouecoili Ha mucnewe KaKko Hocexku bo ipouecoin na
obuxkybamweimio. Niguinybameiio na wakbo pamuuwisie upabu og meKkciiomi ga
buge ne camo nuxoben enemenili, uako Woj iiaka e u Wipewiupawu, HWYKY ja
uokaxyba u ynoitauia na abmiopoii u ueioboiio Hipewiupame bo ouwineciuboino.
Hoceiaweiio o jabuoutio gexnapupame na imaxbaiia cociiojba (Konueniina
3agHuna) ymeilinu4Ku e obmucnena Kako nukoben enememiu (imibope4ka
3aguuna): Wiexkcilioini cimianyba ’cnuxa’.

Cipoiiubciiabybaeiio Ha obue gba fipuoga xou iexkcitioii (ogocwHo
iekciliyanHuuilie Hoiienilivociiu 3a ymeuwinu+4Kko iwboperse) ce ogbuba bo
tiociuabybanmeitio Ha genauia egHuo Hacupoiiu gpyio: Hacupoiuu
‘Wipauciuapeniunociia’ na genaiuia Ha Bawuienu cuiojauwi 'miewmkuiie’ ognubku na
INabnecku; Hacupoiiu ’'pakouumybaneitio’ Ha wekcuiom na upbauia cuiou
‘Uexailiemeiio’ Ha iliexciioiu Ha biuopuoilu; Hacupouiu 'magbopewmnouio’ ciuiou
‘buaitipewsnoitio’; Hacupoitiu ’Komeniapoiu’ citiou ’ucuobeguia’. Ho, u gbauia
wieKkcilia iobopaili 3a Ho3uuujailia Ha ymeilinukoill U HyXHocuia og wHeiobuoiu
ciiab bo genewnuuaiua.
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STATE OF VISUAL ART IN NEW YORK

iy " 2 Christo’s The Whitney Museum, New
York, Packed, 1971, innovatively pub-
lished by Landfall Press.
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his issue marks the first anniversary of the magazine,
and it has been a great first year. The suppart of the
readers, writers, artists and galleries has been aver-
whelming, and | just wanted to say thanks. To cele-
brate, | thought I'd take you all to the Circus. Well, |
can't really take all of you to the Circus, but I have thought of
the next best thing. Let's go to the Bienniall
Aobpogojgobitie na majionemoilio woy na 3emjaiia, cKopo moxeiie
ga io 4yeule naja+oili Kaxo nae. Obaa ioguna ulemuille Ha
6uenaneiio ce boibygnubu, myniniu megucKku, cnaiiku. Heiobuiue
Hipu upcuwiena uygaii busyenen bocxuill; uinoxba Ha geua og cuuie
boapacitu.

Ha egen ckopewen iieiliox, beuep umawe gypu u 6Gpagailia iociioia!’
Ha, beywnociu iioa Gewe egem muili co nyga, buntixana pyca
tiepuka, Ho bo iioj momewniii Geb uionky 3abuitikau wilio neiobuoin
iion He bewe baxen.

Egunuciibenouio witio uegociiuia na obaa usznoxba ce nexou bpciu
cnaiiKku, Ho 3aiioa uma Geclnailiva iyma 3a xbaxkame.

He moxam ga ce ceillam ma mexkoe bGueiane Koe e wonkKy
bosguinybauko, wionky 3a6abuo. Toa me gpXeute nacmejau co
genobu iia, 3a6abybajitie ce u 3zailameiiieiiie:

]g’” Tflem You Read It In
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History

By Robert C. Morgan
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HAT 1S SO NEX' AND DIF
FERent about this year's
Whitney Biennial’ The
photography is generally
berter. The tilm and
singlechannel video
waorks are occasionally
engaging. The painting is generally non-existent. And
except for the Louise Bourgeois room, the sculprure is
almost missing. The conceprual work fails to under-

stand its own process by trying to cover its arcane
miedia non-sensibility with densely compacted and
obscure thetoric using dates or names and dates. Who
cares! But the real death-knell of this year's compendi-
um of visual culture is thar neverso-clear caregory of
hybrid artwork known as “installation art.”

Whether on the wall, on the floor and wall, or on
table tops. this genre — ar least in its material manifes-
ration — has never looked so indulgent, so bland, and
so out of touch. Whether Chris Burden or Jason
Rhoades, the disquieting pretension and hyperreal glut
exceeds the limits of emorional attraction on almost
anv level, ranging from adolescent irony o antiaesther
ic excess

Several vears ago, | came to the conclusion that the
quality of an installation somehow had to match the
quantity of material, cost, and scale it was given. If the
:-qnwalrncc was not there —in other WGrd.w. it the
amount of material, money, and scale given to the
work was out of syne with what the work acrually had
to oifer — something was wrong. The work was either
illconceived or severely averdetermined. As a reflex,
one might consider straightforward video installations
as some kind of solution. You could avoid the material
clurer and stick to the sensarion of the image in a
darkened room

Yer the dematerialized counterpart to excessive
materiality exists on the same structural level. The
medium of video does nor in itsell make the reality of
viewing an installation any more successful or capable
ol being received. Diane Thater's piece is a clear exam-
ple of a work that suffers trom the same contusion and
techinical obsession found in Burden and Rhoades

As for socalled “painting,” 1 honestly do nor under-
stand the rage over Lari Pittman's ultra<onvolutionary
~hercartoons or the cynical facedift representations of
Richard Phillips or the academicized (Pollock-inspired)
i the recent work by Sue Williams. Al of
eav artists’ works reveal the end of a legacy thar

Bean aronnd 197879 when Artforum started devoring

more attention to how the image of a painting looked
in print than what the quality or significance of the
actual painting might be.

In the case of Richard Prince, the faux-l'ecole de
Paris abstractions with stumbling post-Freudian jokes
captioned on the bortom — presumably “to take the
mind to regions more verbal” (as Duchamp once said)
— suggest a considerable contlict. Contrary to whatev-
er the non-intention of the work might be, the real ten-
sion appears less a conflict berween language and
image than a longing to paint a painting that is more
than a sign.

This appears augmented by a gnawing unbearable
pressure incited from within the marketplace ro sustain
some vaguely dererministic Oedipal enigma where
jokes continue to persist as a most acceptable social dis-
placement.

There are some smaller, less arrention-getting works
worthy of some real viewing time. One can search out
these rare jewels amid the ommnipresent stateof-theart
detritus with hastening glee. Examples would include
the ink blot drawings and prints by Bruce Conner, the
silver prints of Aaron Rose, the"desert landscape” piece
by Michael Ashkin, and the incredible galactic (though
small in scale) painrings and related graphite works by
Vija Celmins.

he effect of Celmins' work offers an over-

whelming satisfaction, a reverberation of

thought and mystery elevated to the level

of profound teeling, an authentic search-

ing vision. The politics of fashion are sim-
ply out of the picture. What replaces it in Celmins'
work is a sensory cognition transmitted through the
imaginarion, a private vision that speaks beyond it, a
vision where experience is not a martter of cultural care-
gories nor even a matter of privilege.

Instead Celmins reveals as intensity of meaning
through the most abbreviated effects — a light beckon-
ing a sea of stars, a magnitude of energy expressed as
matter, a sign tor humanity to watch and o understand
in order to go beyond the economic limitations of
exploitation and the naive smartness that seems 1o be
the origin of conflict and incessant trouble and repeat-
ed rragedies. These works are more than crafelike or
technical fears. The works by Celmins are a respire
from the deluge of the grotesque that occupies a good

portion of this exhibition
1f this Whitnev Biennial makes history, irs notewor

thy achievement will be the beginning of rhe decline ot

llation art” as a viable art form. This would be a
ing — and there is certainly plenty of evidence in
this exhibition to make the case. Media and excess are
rwo issues that have been averdone to the gills

We don't need another comment about what any
intelligent person already knows: commercial relevi-
ston and now the commercial internet have become
tundamental sources for escapist violence, anti-eroric
sexuality, and orgasmic purchasing power. Whar else is
Hl'“'l

The result is the grotesque. And there is plenty of
itaround. The galleries are consumed with it. If only
a tew of its practitioners who are so fond of the
srotesque would sit down for a moment and study —
really study — why first-rate artists like Louise Bourgeois
and David Lynch make it happen in a way that is truly
moving, the art world would be rejuvenated. You have
to know somerhing to make somerhing happen, and
knowledge is much more than the accumulation of
codes and information.

erhaps there should be a study guide
instead of a gallery guide, a manual for
how to differentiate between act and the
emprty plethora of visual culture that exists
as a mindless sequence of political solip-
sism. Now thar the imagination has withered from the
vine, we have the endless seduction, the incessant and
unyielding givenness of cathode ray light and mega-
RAM: surrounding the planet Of course, you will find
indications of these depletions throughout the muse
um
Generallyspeaking, the Whitney Biennial has
become a “no win" situation. This has been true for
more than two decades, and [ don't see it changing
radically for the better. As I have said before,
the Whitney Biennial is not an exhibition that is
curated so much as it is organized. All the right ingre
cients have o be present, and these ingredients are
hecoming more complex year by year. To say that it
is an institutionally-driven exhibition would be a
serious undersmrem(‘nt.ﬂ
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