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December 19, 2008

The Honorable Charles D. Nottingham
Chairman
Surface Fransportation Board
395 E Street, SW JAN 9 2009
Washington, DC 20423-0001 P»4of

PuMonMoid

Dear Chairman Nottingham,

Thank you again for your thoughtful attention to Dia Art Foundation's concerns regarding the
proposed Caliente Corridor.

As the conduit of significant funding for artist Michael Heizer's City in remote Garden
Valley, Nevada, we are firmly committed to maintaining the legacy of this extraordinary
artwork for future generations. An essential pan of this responsibility is safeguarding the
Valley's pristine, isolated natural environment: the landscape's timeless quality is
fundamental to the conception and experience of City.

1 hope that the enclosed materials will help frame the presentation I made in Las Vegas by
providing art historical background for Heizer's work and its importance in the canon of
American art. Dia Beacon was published to coincide with the opening of Dia's eponymous
museum in New York's Hudson Valley where Heizer sculptures arc on permanent view, and
Michael Govan's introductory text explains the context for Heizer's practice as well as Dia's
history and mission The selected articles further illuminate Heizer and Dia. and their
significance at the national and international level

Dia would welcome the chance to speak with you or your colleagues further about the
importance of City. I can be reached at 212.293.5598 or ksonnenbom@diaan.org and would
also be pleased to connect you with Dia's director, Philippe Vergnc or Michael Govan,
director of the Los Angeles Museum of An and ardent support of Heizer's work.

On behalf of the an community, thank you again for hearing Dia's concerns. We look forward
to working with STB towards the long-term preservation of this nationally important matter.

Yours sincerely,

/7?<X V^ ̂  '

Katie Sonnenborn
Director of External Affairs

cc: The Honorable Francis P. Mulvcy, Vice Chairman, STB
The Honorable W. Douglas Buttrey, Board Member, STB
Philippe Vergne, Director, Dia Art Foundation
Michael Govan, CEO and Director, LACMA

Dia Art Foundation
535 West 22nd Street New York New Ywk 10011
212 989 5566 Fax 212 989 4055 wvwdiaartofg



Beacon of Light
Groundbreaking art shines at the extraordinary new
Dia:Bcacon museum on New \brk's Hudson River

BY A M E I WALLACH

With 240.000 square feet of

galleries, the DtaBeacon museum

(below) li spacious enough to

accommodate hug* works such as
Richard Bom's Tbrqmtf Eflipsn

(oppotlto) Each of the mammoth
steel structures weighs 40 to 60 torn

i r's OM.Y FITTING THAT TUP. MOST eagcrlv awaited museum in the world of

contemporary art is more than an hour removed from New York (lily's frenetic art

bcene Many of the artists whose works went on permanent display this past May at
DiaiBcacun, a& the new museum is called, put space between themselves and an art

world they saw a* compromised and overly commercial ""ITuse artists were inspired
more by the American landscape and the American spirit than by the SoHo art
scene," says collector Leonard Riggm, chairman of the l>a Art Foundation, which
treated rhc museum. The idea of being an hour-plus away from New \ork City is

more important than being close to it"
DukBcacon has 240.000 square reel of exhibition space, which is more than that

of New York Oty's Guggenheim, Whitney and Museum of Modern Art combined
It exhibits a concentration of monumental works (many scklom, if ever, seen in pulv-

lic) by land artists, minimalist artists, conceptual artists and installation artists At
DuuBeacon, says artist Hubert Irwin, who helped transform the 1929 Nabisco bine-

printing factory in Beacon, New \fork, into a radiant showcase for art, "the viewer

is responsible for setting in motion his own meaning."
Most of the outsize works on view in I)ia:Ucacon's immense skylit galleries fill a

mum or more John Chamberlain's sculpture Privet, for instance, is a 62-foot-long,

ij-fixit-high hedge fashioned out of scraps of chrome and painted steel And Walter

Y3c Maria's Equal Ana Sena (i 2 pairs of flattened, stainlcss-htcci circles and squares

that be on the floor like giant washers for some enormous machine) extends through
two galleries totaling 22,000 square feet. Most of these works cannot be seen in

their entirety from any one place; vou must walk in, around,
and in some cases, within them, as in a landscape. "Difficult"

art becomes accessible, the thinkinggoes, when a viewer's re-

sponse is visceral And concentrated.
"What makes this museum very special is its fticus on a rel-

atively small number of artists who are shown in great depth

in circumstances as close to perfect as any space I have seen,"
says James N Wood, director and president of the Art Insti-

tute of Chicago. "It's totally committed to giving an art that is

not necessarily ingratiating an environment where it has the

best chance to speak in its own right"

Many of the 20 or so artists represented at Beacon—a huge-

ly influential group that includes Louise Bourgeois, Dan Flavin.

TOlter De Mara, Michael Heizcr. Donald Judd. Sol LeWitt.
Agnes Martin, Robert Ryman, Richard Scrra and Andy

\varhd—began their careers intent on challenging some basic
assumptions about art Why did a sculpture have to sit on a

pedestal and occupy space? Why did a painting have to be
something you stood in front of and looked at* Why did it have

to stop at the edges? Did art have to be an object at alP

66 Sinitluonian mm,





Without a viewer's response, they felt, their art was in-
complete. Things work in relationships Everything is in-
teractive," says Dia artist Robert Irwin, who began in the
1950$ as an abstract painter and who, along with Dia Art
Foundation director Michael Govan, was responsible for cre-
ating a master plan for the renovation of the factory and the
design of outdoor spaces. He says he approached Dia:Bca-
con as an artist rather than an architect. In&tcad of using a
drawing board or models, he conceived his plan, which is it-
self listed as one of the artworks in the Dia collection, by
walking around, back and forth, inside and outside the com-
plex, tic thought of the museum as a "sequence of events, of
images," ami he was mindful of the order in which visitors
would enter and progress through its spaces.

At Dia-Bcacon's entrance, Irwin planted hawthorn trees,
which bloom white in spring and arc heavy with red and or-
ange berries in winter. They will grow to 25 feet, roughly the
height of the four flat-roofed connected buildings—includ-
ing a train shed—that once housed the plant

One of the few things Irwin added to the existing struc-
ture is a small, low, brick-lined entrance. Pass through it, and
"boom1" says Irwin, the ceilings soar and light floods through
north-facing, sawtooth skylights and boomerangs off maple
floors. You can sec down the length of the twin galleries
ahead, 300 feet, to industrial-size sliding doors. Through
those open doors other galleries stretch another 200 feet to-
ward sun-blasted, south-facing windows "That moment of
entering is really the power of the building," says Irwin.

The vast space swallowed up the 4,500 visitors who
thronged to it opening day In its first six weeks, 33,000 peo-
ple visited the museum "People ask me what makes this

"The building Is cpectacular, the lite fantastic," the MuMum of

Modem Art's director, Glorm Lowry, cays of DiwBoacon. An

able of cherry trees adorns the museum's west garden (below).

place different," says Dia director Michael Govan, 40.
"There arc very few places with concentrations of works,
even by these artists, that arc so all-encompassing and envi-
ronmental The buildings, in a way ore big enough to allow all
of the artists to hove their own world and the visitor to have
that fantastic experience of going from world to world."

Michael Hcizer's i42-foot*long sculpture, North, East.
South Ufef, for instance, steals the show fen- many visitors and
most dramatically illustrates the idea of the interaction be-
tween the viewer and the art. The work, which Hcizcr calls a
"negative sculpture," consists of four massive, geometric
forms sunk 20 feet into the floor of the gallery Standing at
the edge of these excavations, you may experience a hint of
vertigo, even as your fear of falling competes with an impulse
to throw yourself in

Andy Warhol is represented with 72 of his£6wAuw paint-
ings, a series of 102 renderings of the same diffiailr-to-dcci-
pher shadow in a corner of WarhoTs studio. Designed to be
hung together edge to edge, like a mural, each grainy
silkscrecn is treated differently—printed on a black or metal-
lic background and washed in a spectrum of vaporous col-
ors, from Day-Glo green to choirboy red. TOirhol produced
the scries in less than two months, between December 1078
and January 1979, showed parts of it in an art gallery, then
used it as a backdrop for a fashion shoot for the April 1979
issue of his magazine, Interview

Beyond the Warhols, the world that the German-born
artist Hanne Darbovcn has constructed—called Knl-
targexbtcbte (Cultural History), 1880-198), consists of 1,590
framed photographs, magazine covers, newspaper clippings,
notes, personal papers and quotations, all hung floor to ceil-
ing in a grand, overwhelming onslaught of information. The
effect is not unlike walking through a history book.

At the southern end of the museum, a rarely seen work
by the late artist iTtd Sandback rc-crcates part of his 1977
Vertical Constructions series. Sandback used colored yarn to
outline an enormous upright rectangle. There's another one
just like it a tew feet away The space they diagram appears
as real as a wall of glatf You seem to be on the outside look-
ing in, but if you step over the yam to rite other side, you find
yourself once again on the outside of the illusion.

Beyond Sandback's yarn is DonaldJudd's 1976 untitled in-
stallation of 15 plywood boxes Judd, an artist, philosopher
and critic who died in 1994 at age 65, wanted to strip sculp-
ture to in bare essentials. He used industrial materials—ply-
wood, nulled metal, Plcxjglos—and had his sculptures made
by fabricators From a distance, his unpointed, roughly chest-
hjgh boxes, which sit directly on the gallery's floor with space
to stroll among them, appear identical. But up close you can
see that each of the boxes is slightly different, conjugating a
vocabulary of open, closed, spiked and bisected forms. "It is
a myth that difficult work is difficult,"Judd claimed. His idea

AMU VAU.AC.lt bimrtcntit whose articles have bee* jeahintl fa
Art News, tbt New York Times, vanity Fair and the Nation
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"I approached the museum's doslgn ai an artist," uys Robert Irwln (above, left), who collaboratad with Dla director Michael Govan

(above, right), and the architectural firm. OpenOffica, on the renovation of the 1929 Factory that nouses the new museum Andy

Warhol called Ms 1978-79 Shadows painting* (below) "disco decor" and used them In a fashion shoot for his magazine, Aifervfow.
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that the context in which a sculpture or painting is seen is as
important as the work itself—and essential to comprehend-
ing it—would become Dia. Beacon's credo.

"Looking at Judd's works, you start to think about limit-
less possibilities," says Riggio (who with his wire, Louise,
contributed more than half the S66 million it took to real-
ize the museum). "You feet not just the brilliance of the artist
himself, but you also feel the potential of the human spirit,
which includes your own You see what a great mind can do,
so it's more than about the art."

"OBVIOUSLY, T I I K MODEL for what we arc doing is in
Maria," says Riggio, referring to the museum that Judd found-
ed in an abandoned fort in West Texas cattle country in 1979.
Judd hated conventional museums, and he likened permanent
galleries, where works of several different artists are grouped in
a single room, to "freshman English forever." Judd came up with
another way displaying individual artists in buildings adapted to
complement their an.

Judd's idea of converting industrial buildings into galleries
can be seen today in the raw spaces of the Los Angeles Tem-
porary Contemporary and at MASS MoCA in North Adams,
Massachusetts. But Judd's cantankerous, visionary spirit
finds its fullest expression at Dia Beacon. The artists rep-
resented at Dia, especially Judd, arc really the rounders of this
place's aesthetic,'* says Govan. "I sec this museum as a scries
of single-artist pavilions under one diaphanous roof of light."

In 1977, Judd met German art dealer I Iciner Friedrich, a
man with a nearly religious zeal to change the world through
art. In 1974, Fncdnch and his future wife, Philippa dc Mcml,
the youngest child of Dominique and John dc Menil of the

Michael Helzer's vertigo-Inducing sculpture North, Etst. South,

West consists of four geometric forms produced from weathered

steel and Inserted 2O feet deep Into the gallery's concrete floor.

Schlumberger oil fortune, created the Dia Art Foundation.
(Dia, the Greek word for "through," is meant to express the
foundation's role as a conduit for extraordinary projects)
Over the next decade, Friedrich and Philippa gave millions of
dollars to finance works by artists they admired. Typical of
those the couple funded was Wfeltcr De Maria's 1977 U$t-
ntag Field— 400 stainless-steel poles set in a one-mile-by-one-
kilometer grid in the New Mexico desert.

In 1979 Dia began purchasing the abandoned Texas fort
and its surrounding 340 acres at the edge of Maria for Judd,
who, according to Riggio, "turned an army barracks into
what I think is easily the best single-artist museum in the
world." Then, in the early 1980$, Fnednch's dominion began
tumbling down. There was an oil glut. Oil stocks crashed,
and Dia ran out of money. Fncdnch resigned from the board
and a new board instituted a reorganization. Dia's new mis-
sion did not include funding gargantuan artistic projects.

Judd's contract gave him the Marfa property, the art it
contained and a legal settlement of $450,000. He reconsti-
tuted hislexas enterprise as the Chinati Foundation, named
for the surrounding mountains, and commissioned such
artists as Claes Oldenburg and Ilya Kabakov to create new
works. Some other Dia art was sold, allowing a new director,
Charles Wright, to open the Dia Center for the Arts in 1987
in the Chelsea section of Manhattan, where the foundation
continues to mount single-artist exhibitions.

In 1988, Michael Govan, then just 25 and deputy director
of New York's Guggenheim Museum, visited Judd in Marfa,
an experience he calls "transformative." Afterward, Govan
says, "I completely understood why Judd had abandoned
working with other institutions and made his own. Other
museums were concerned with admissions revenue, market-
ing, big shows and building buildings that people would rec-
ognize And all of a sudden I sec Judd with this simple situa-
tion, this permanent installation, taking care of every detail
in the simplest way. And the feeling was something you could
be entirely immersed and lost in."

"Iwo years later, Govan accepted the directorship of the
scaled-down Dia. "I knew it was the one place that held more
of Judd's principles than anyplace else," he says, "whether
there was money to execute them or not." In fact, there was
a Si.6 million deficit But Govan's agreement with Dia board
members was that they would consider a permanent home
for the collection if he could stabilize the finances. By 1998,
the budget had been balanced for three years. That was also
the year that Dia showed Torqued Ellipses, a new work by
sculptor Richard Scrra

The three monumental sculptures—looming formations
each twisted out of 40 to 60 tons of two-inch-thick steel
plate—dominated the Chelsea gallery as they now (along
with the latest in the group, 2000, a torqued spiral) dominate
their space at DiatBcacon. As you circle each behemoth, you
are as aware of the sinuous spaces between the sculptures as
of the forms themselves. But as you move inside the open-
ings of the monoliths, everything changes. However bullied
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you might fed outside, once in, you feel calm.
Leonard Riggio, founder and chairman of Barnes and

Noble, had scarcely heard of Dia when he went to see the
Scrra show. "It was magic to me," he recalls. At Govan's urg-
ing, he spent nearly Sz million to buy TbrqaedEllipses lor Dia,
jump-starting its dormant collecting program. At about that
time, Govan and curator Lynnc Cookc, who had also come
to Dia in 1990, began looking for space for a permanent mu-
seum. One day, flying some 60 miles north of New York City
in a rented Cessna 172—Govan got his pilot's license in
1996—they spotted a faded Nabisco factory sign on the banks
of the Hudson River. Back in New York, Govan traced the
building to the International Paper Corporation and drove
up to sec it on a wet spring day

"So I walk into the building and it is spectacular" he re-
members. "I said, 'Would they ever consider giving it to a
museum?'They said, Absolutely not. This is for sale.'" In the
end, however, International Paper donated the factory and
the land to the museum, and Govan raised the money for the
renovation through public and private contributions. The
project (a three-way collaboration between Irwin, Govan and
the New York City architectural firm OpcnOffice) began in
1999. At the same time, Govan and curator Cookc were
building the collection.

In 1994, Govan had learned that collector Charles Saatchi
wanted to sell a rare group of paintings by the New Mexico-
based artist Agnes Martin. ftlt seemed to me that this work of
art was very much like what Dia had collected," he recalled.
"It was a big epic—really a major work." But Govan was too
late; the paintings had already been sold to the Whitney. "So
I asked if she would consider doing another series," Govan
says. Martin didn't respond. Then, in 1999,1 get a call saying
that Agnes is working on the Dia paintings, and they are re-
ally important to her. I said, 'What?'" Without telling Govan,
Martin, now age 91 and still painting, had taken up the chal-
lenge and gone ahead with the project.

Today her Innocent A0cv occupies an entire gallery at Dia:
Beacon. The paintings play variations on shimmering bands
of color. Her Contentment consists of six vertical bands of pale
yellow; Perfect Happiness is a scries of vertical washes that
translate as little more than a glow on the retina. The paint-
ings reflect the shifting quality of desert light, making the
gallery seem as spacious as New Mexico's vistas.

Scrra's Torqued'Ellipses have quite the opposite effect.
They overpower the factory's long tram shed, into which
they are wedged. Sena chose the space himself. "You hardly
ever get to do that in a museum," he says. "I don't think
there's another museum in the world like this. If you can't
find someone to look at between ̂ Xferhol,Judd, Flavin, Mar-
tin and Ryman, it's not the art's fault." O

John Chamberlain, who playfully calls the 62-toot-long-by-13-
fbot-Mgh AAwf his "fauve landscape," used Intertwining scraps
of palntod steel and chrome to form the candy<olorad sculpture.
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Dia:Beacon
The Imperturbables

With 240,000 square feet of exhibition space, Ota's new Hudson. Rioerfacility shows off its
permanent collection to suitably monumental effect, making the case for iti anointed mastersfrom

the 1960s forward, presenting their achievement as towering, timeless and unassailable.

BY NANCY PRINCENTHAL

Yiisl, open, i l luminated
•ilmost entirely by imlunil

light, Dia HNH on Is monumen-
tal in the. way of cathedrals, or.
in some of Us ilccply shadowed
spaces, certain kinds i>r funer-
ary ;i re hi KM lure. A massiu-
testament to ihc power of
mostly big. abstract arl. it is
almost aluays glorious Anil it
flics in ihc face of coinun-
LHHLS thai have come in gov-
ern a i t -making .md. c\«n
more, run so u in installation,
nvci ihc pasi Hi \ears anil
more "Comparison means
nolliing!" Dia fofonndei
lleinei K i i c d i N h nsccnllv
exdaimed to A'rii: Yfitkrt
wri ter Calvin To ink ins ' So
much fur ussiimpl ions sup|mn •
ing exercises ranging Irom the
Matisse/ft(usso extravaganza
at MOMA to the Talc
reinsialliiliiin of u.s
collection So much, too. lor
dm fluidity <i| meaning, the
infonlcpcmlcnre of objects in
the jinKTss of accruing slKiiifi-
cancu. I In- fiirmalivc n>lc ol
SH-wl context—ftMidlm: to all
that says the Dia ethos. The
clinvr jiixt.i|M)Ml Km of I lieiuai i-
c<ilh' rel.ited \\'ork is anathema
hen* K\en tlu* accessories nf
uiirrcnl exhibition piutocol.
from extensive wall texts io
oat<ilo|(uc.s so ueifihtcd with
multidiscipliiiiiry critique they make ilie actual arl seem ancillar>',
are noticeably absent \l Deacon, ihe curatorial voice—of Lynne
Conke. Dia's curator, and Micluiol Govtin, Us din'clor—is limed to a
Icm murmur. What resounds are major works by anointed masters,
enshrined individual I v, in aiitfusi splendor

Itoberl Invin. who. aloiifi \\i1h Open Office, a voting Chelsea firm.

Kr/rrfw i frir ofDia.Brafoa Jbttarlng rmoi alien rindgn by Robert Inrln
ttilh Open Qflirr Ittolo KMmrd Hanm noltu Am arttcte rmirtntg Ma.

Opposite ttattrr Or Maria The Kqunl Arra Serir^ 1976-TT
one room of a la o part limlaHatlon. Photo Mr Trmrigaralioni All trorlit.

f Ma 4rt Foundation

designed the icnovalion of
Ihe 24(l,()(l()-.s(|iiare-fiiol for-
mer N'abisLO ho\ ra<;lor>' lh.it
i.s Ilia: Deacon's home, did
respccifullv little to the inte-
rior Mis hinder .slaiements
lake plat.c outdoors I.OIIK-
ume dean of site work and
horn-again gardcnd. Invin
isn't shy of beading natnit; in
his will. On the grounds at
Dia, e\en ihe grass is m.ide io
submit to a tightly ruled grid
with small .shaved squares
iif giccn ailcrnaling in a
checkerhoiird pal tern unh
eoiurete paving blocks. Ihc
effect, while eminently pleas-
ing, looks something like a
no\\ hah l iansplai i t Tiees
and hedges arc snnilarl>
trimmed to geometric lecii-
Inde. and vistas regulated by
chain-link fern-ing, reprising a
material Invin (hose for early
outdoor work heumse of MS
lighl-nitenng approximation
of the scrims he famously
used indoors.

Irwin's most drama IK
huill st a lenient is a mastaba-
shaped mam enimvay, small
as a confessional. It is fol-
lowed h> a cool while space
of jaw-dropping immensity
occupied by Walter l)e Maria's
Equal Area Stritv (1970-77).
In two parallel .ttO-fooi-long

galleries bathed in the northern light that pours down from .saw-
tooth skylights, tins exalliition ofgeonmirv proceeds in slalnless-
sleel circle-aiid-squarc pairs, the elmneiiLs of each pair being equal
in aiea. Though seen from afar the pairs seem unvarying in size,
each pair increases by a one-inch increment, groning bigger as they
re<ede on the left, and also as thev adianee on the right As is the

Arl in Aiui'i'ica



laaff-term loan from the fauna* t'oaadaHoa.
MBO 1083. 19MLAI. I .Vmpanrliaml I9firrxtantilnfiotyrrt» Photo Ptortoa IMskerr.

Serra's work plays a predictably key
role In activating the Dia space.
Major pieces are lined up majestically
in a former train depot.

cast1 unh a number of the cxtensne sunn! works here, this installa-
tion Is part of a larger series thai comprises 25 pairs in iot.il.
Measured, si ill (;ly and engaging over the long haul, Ktiunl Area
•Stow is a purrorl SPI piece fur the muM'iim Colossal but humbly
low (n the floor, it offers the inch-by-inch pleasures of close read-
ing— anil alsu the kind of visual exhilaration associated wnh swh
landscape villas as those just outside Dia Beacon's doors

Proceeding to the left. Ilio next gallery holds T2 of Andy Warhol's
|H2 Sbatloiri! (1978-71)). These must abstract of Warhol's paintings
all show a hlurr) pattern or pitch-Mack shadows against colored
grounds ranging from mournrul gray and purple lo aqua. yello\v awl
firC'Cnglnc n:d Strikingly Illnuc in (heir repetiti\e scqufntin^. the
Sfuitloirs' serial orchestration makes Warhol seem a kind of
painterly Philip Glass, while also forging a l ink to Ah.str.i<:l
Expressionism—the slashing black shadows stnnigl> evoko Kranx
Kline

An afhacunt ifaHcr> holds uvo msl.illations hy Dan flavin, inrlud-
iiift his 1111)4 "iHoimnH'nls" fur Vladimir Tallin. Twunly of those

symmetrical coiifiKiinilKins of mosllv uhile. mosil> vertical Duores-
(Tin lij"lil-s .in; installed close* lo the fl«K>r on .1 lorn*. .iminlion-Culded
\\all Tlie arrangenuMit. concenvd hy Klavm before his (ienih, in lliih
(hut carncil out hen- Tor the. first lime) is such that you never see.
moru than two consecutive examples ai once. This slow iinfurlini;
hvl|>s < ounce t the serie.s ID ihe sniuenced nrtatinn in Tallin's famous
IU2U proposal for a monument to the Thin) limmttional, and also
ewtkcs the L'oriMructiviM ideals ft epilomixfd. Kurt her along in (his
gallery is Ravin's biggest uork, an until led "harrier" made in 1970 in
an erlilioli of two, the other is Mill installed in Donald Judd's Solln
lofl building. Here, the Ing overlapping squares of fluorescent
lul>cs—Ihe venlijils are n*ri. Ihe horlwmtals blue—flank a window
wall. Stepped away from Ihe wall, as .square overlaps square, ihe
liivender-haloed progression seems to curve gentry, as Ihe harrier's
own light |>ccls a\vay from the da>light it frames. It is one of the
instances nt Dia:Reacon when perceptual cxptinence is shaped with
a precision and giace that feel JHISIIUV!) unearthly

Xearliy is Manne iJarbcnvn'b encyclopedic Kulturgesrhichtr 1080-
I9M |Cultural History], IDSO-lOftl, a l,-V10-|)ancl jussemhly of post-
cards, magazine covers, textile piillerns and other maleriiils, plus 1!)
freestanding objet is that mclwle a worn teddy bear, a giani crucifix
and a fake silvery robol For all us owrwhelming size and scope, this







Freestanding work is at a disadvantage
at Beacon. Individually robust
sculptures by John Chamberlain seem
oddly lost in too big a space.

iissniinicnl of uplicnicra feels ruiitl.imcni.il l\ .11 odds uiili ihe ieign-
ing esthetic. and indeed I lie Uarhmen iiLstallaliim. .simc il iniuKcs
works cm |Kiper. is iinc oCjusi .1 few no] meant in n'niain on c\lnliii
hide. Finn el\ (I'hniugraplis In Kenid and Hillii Hcihci. sh«mn else-
where, will likewise miaic.)

The n mm fill nFw.ill drawing* executed in ,iu ;nljateni gallei>
according In Sol LcWtM's insliuilnms i>r l!lh!l. Foi Mark penciled
linos going "in Tour dnections in loin different s\sie.ms simple .met
suiMTimposori." is .1 \anUhingly dehcalo, maddening duhghi 11 leas
es cnniploxil) from I In: simplest premises. Similarlv. Fred
Saiullwicks articiiljilmn iiCsiuKc 1)> mrans of-sln-ldtcd k>iif{lhs uf
i-olon-d \arn nchui«is a chinlv only onhancnl bv us pliysirnl mod-
esty. (\ining big, jaiiiiiv shapes out of 1 Inn air Sandhack's lines
di'Kcrilx1 |Kinilh'l(if{nims and (i.i]K'xoid> in blur .mil jin-cn. ami niion
Minim". 111 hlark <iml red. |«nalliil while lines aiiffle cml rnmi wall In
Hour iike diivwn rain, black (ines descend in mc-irilcss prriK-mlic u-
Iflrs thai .UTord no ni-niirM1 let inelaphnr Vihi.uU. lain and |Kilenilv
irreducible. SandlKM-k's \\nrk is.» perfeci ionic iiiaii.iKeoriner-pni-
diurdiirl.

I'n'M'iilnif! an almoM cimur nminihi is Mlcluel I leister's Miunmlh
nisi al hit ion ,\(nlli Kttst South \\rxt. (onceniHt in |!HiT (piotnhpes
For 1\i» uf the fnur Hemems \\eie hint) in the Calilnnna deseii in
l!)(iS). It is In I h realised heie hu I he first lime, ie\ninji the

rctnncL) ion iMMni-i-n siildimnv and lenor Tweniv reel
). tlie>auinii}{. rimless, meial-lined j,fnmo(ri( forms (oinprise. in

. a ]Kiir yfstaikwl rube.s (ihe smaller one on I he holiom). a
(one |)uiniiii}! (hmn. a cnim. Mt.liuii |Hiiiiliii}< up and a wedtfi1 \i i ess
to thorn is cjin-ftilly i emulated With a prinr :ipi>oiiiiim-ni. I!H- nitre
pid visiloi can \\nlk n^hl up In ihe erljje of the pits. nihenMse llu1

new fs fnnn behind a Inu I'lexijilas b;in»ade Kilhei nav Ihe ele
moms Jin- dai-klx aweMum1, like MHIIC luid-dieam V'o til.issn al f.iiu.i-
sy: Kllemie-I.imis lt(iiilh;e's\lsionar\ cennlaph nneried. (M-iliaps.
Xitrlh Ktikl tumtlt HVw/V alter o^o is lln/.ei > -lO-ioii. 21) Inu1-lii}'li
Xrytitiiv Mtt/iililli pj (1!)DS). a Ixmldei upended .nid nestled inin .1
.steel-lined reeeswd inclu- I his massne l.ilisiiian, pn-M-med limn- or
less in Ihe rau (its suifiu i> \\:LS \er\- slightl) ahnulnl and rh.u n<d). is
RrippniK hut a lillle ohvmiis in its dnnna — ihuuiih uh.n H la'ks in
finesse n makes up foi in hrnle

I f llcixer's HIV the mosi spet lacnhr installations al Dia Ke.u nn. ihe
musi'iim s iuiimaliiift spinl is Donald Jiidd. liononii ihn>ii((hoiii In.

n'ferences larjie and small Ills Chilian Koiindalion in Maif.i. Te\.
onifhulty rnnceniil as .1 Ilia pngeet. nol only shimcises indiudiial
artists in doplh in induslrial s|mces. hul alsn pim-idcs .1 panditfm foi
(he kind nf i list allal ion pniclices follcmed .it Iteiicon. .Indd's uun
work Is rriehraled ai uhal feds like ihr nnisi'iiin's In-art in H MKHII
that nan a ne\vly lifted ceiling and i leresl»i> lighting l)eiie.iihaie ir>
of Judd'.s pl}\vond bnxes »f M)7(i. sigibilun- works ihai an* like ilmr-
dimeiLsioiial mcMlelsof abslrad I bought Ml ihe boxes h:i\e the same
fooiprnil. hut nn Iwo an1 alike ilierr an* nesterl < nln-s Ixilh opc-n and
i liMicd. doublo-w ailed and nxessed sides. False boiioms high and
I'm. flal and Tilted Ne»rh\ is thu Slaat Ww From ihe suiie year. In
which n pluiood wall nnexpecledh fnmis Tin a steeph hu lined
wedge. (It wis recently shown in us larger original dimensions ai
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The serial orchestration of Warhol's
"Shadows" makes him seem a kind of
painterly Philip Glass, while also
linking him to Abstract Expressionism.

I'anlu C(iii|M:r in New York; Coo|ter presenled the piece for the first
lime in 1!>7G.) Thure w also a modest group of wall-hung sculptures,
including six plywood boxes (hat are among .luild's last works If this
chandler contributes in the sense of the whole Uia:Reacon undertak-
uiK as somehow posthumous—ihr great pyramid of Minimalism's
kings—I how tote wall iHwe-s might lie its Unset la Stone, file surprise*
is lhal lhe\ mrorjHirdlt! a cruciform clement, with crossed wooden
boards of two different widths, with horizonials alternately in from of
or behind tin1 verticals; (lie boxers arc lined with red or dark blue.
1'lcxigliis. IVrhiips .ludd intended what seems in be a clear reference
in Ad Kemlianll, and perhn|>s wi>n to Karni'll Newman's Slnttwix of
Hi? Cnxat as well—a lair homage to an earlier guncmf ion

Milliard Semi's work plays .1 |m:(li<.iably kc\- ntlc In uctnmtinK the
Beacon spj«-e. His TurqiHti Ktlipxex (10!)5-!IG), plus a Lonjuwl spiral
titM^W. arc lined up in a row in a side gallery thai WLS (hi; facto-
ry's t nun depot, and they look lorn fir there. Eileaniing majestically
downriver in a tall narrow sjuuv unencumlHsn-d by the complicated
ceilings iif th(! Manhallan Ilia galtary where the Kllipsus were first
shown Kven mure dnimatlc is St(rra's UHIOH of Ihr Toru& and the
Sfthfir (20DI), winch is ueilged, like a ship in a boitk*, into a sjiara
barely big enough for ii Msting, swelling, looming, leaning, u is
alarmingly dynnmu and reassuringly musriilnr. Along with olhur
meiU wurk—n H«we-rierurming nail drawing called CoHSpqiiriicr
(20IH) and ihe nat-ionped. noor-lnu;gingA7rm/j«» WedQc (2(H)I), for
uhich a siilitly inrlincd floor was poun'd—(hen1 is also a historical
surprise: Semi's elHillicnlly flinky rubber scatter piece (from Judd's
collection) that was made in 1!)(>7 and has not been seen .since 11)68,
when it appeared as par) of the celebrated "0 at Castelll" exhibit ion
organized lp Koliert Morris.

Time has been less kind to Joseph Beuys's \vork, here rrpresented,
in an exceeilingly dim gallery1, k- |>crfnrnmiire and sculpture residue
thai includes heavily Iramcd photus leaning against the uall and a
selection or felt anil copper ftjiu/x. Dhim-ed fiir decades from his gal-
vanizing presence, these objccis gnm increasingly hermetic and
inerir—or, (xrrhaps, revealing of lieuys's essential thanaioiropibin.
Imlued, his 107!) tableau al lleantn. liascd on the remains or/ Like
Animca autlAiarrirti Likes Me, n 107-1 perrormancv-cum-residencv
at the Itene IllM-k (i.illerv in New York, seunw cnrpily necrophiliac.
Its components include a blanket, a cane, gloves, a flashlignt, hay,
rubble and yellowed stacks of the Iffa// Strret Journal. \Vhile the lan-
guage of Imi Knotibel'swork isaltogcilherdifferenl, il suffers from lire
same kind of piist-dramatic stasis, tlw mon* so as his Inslallalton, of
maiioniie and wood (wards ami crnies slacked at random, u meant to
seem provisional; the spirit of s|>oniaiieiiy doesn't ejLsily dy in these
precincts.

Panning and fn-esUnding sculpt uni are at a dlfffireni kind of dis-
advantage nt llearan. Sculplun's by John Chamlwrlain are pre-

sent in great number and variety. Hut however robust the works are
individually, they seem oddly lost in too big a space The painting gal-
leries arc scaled lo prevent this problem, and largely* succeed, though
focusing on easel-scale work at Beacon is not easy. A selection from
four decades of paintings Ijy Agnes Martin, all eiheronl color, liquid
sluuhnv and nhisiwry delineation, well rewanls the effort. The eight
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Displayed at what feels like the museum's
heart are 15 of Judd's signature
plywood boxes, like three-dimensional
models of abstract thought.

'Innocent Ijtn'o" painting! of 191)0, made for Dm and burdened uilh
individual titles like Perfect //<i/j/jl/irwr and Whew Hubies Come
From, are skeptic-chastening miracles of palest sunrise vellows, blues
and pinks. Equally heartening ,ire the two rooms or painting* by
Hlinky I'atarmo, which include work Ihut is the artist's last: the 1!)
paintmgs, arranged in 15 groupings, of 7b Mr JVo/*/r H/A'CH Kurt
(107(1-77), n routing chorus or red, yellow and black. Notable among
the splendid selection of Robert Kyman's while,piiintings, which span
40 years and mure, is a now scries called "Third Prototype 2(Ml:l" It
wax painted on site on thin rubber panels tliat Ryman taped tu the
nail and fhen MtniislK>d, afler which the tape was removed. The rar*
nish ImUU the rubber to the wall, and the (ape marks arc rhe paml-
in&s' unlx articulation, framing qnusliiHis of surface, material and
proct\sh with ran- ivit and clrgjmcc

The perceptual downshifting required in moving from \vork like
Semi's and Hcizor's m Martin's and Kyman's is paralleled by the
emotional leap entailed in moving from the main door to a small
gallery above. In a commendable but awkward effort ro rincnriF) the
museum's .sensibility—and, more to the point, to rcmcdv its egre-
gious gender disparity—an abundance of work by UuLse Ruurgeuls
lias been introduced in a relatively dark, brick-walled second-story
spaa* where, Cooke concedes, it is impossible nut to think ofji mad-
woman in the attic. Admittedly, Hoiirxeois's work, all of it at Deacon
on long-term loan, only gains in power in such surroundings. There
are "Lairs" and "Snfl landscape*" in two versions each, a labletop
full of smallish sculptures in a variety uf mediums, and the wonderful
marble Sleep (11)07), Its big. round head tipped droubilj forward
Four douhle-sexed Mnnuscs," t\\o of them "jacketed." are suspended
just above eye level in a fiendish circle dance: rhn ".suceiur version"
of thv hennaphroditir Wllelte (IRGS) dangles alone In its own room
is I he eye-catching, giant .V/wfrr (1007). the creature straddling a
large cylindrical mesh cage This piece is the only such hybrid of
Ilnurifoois's iwo dominant late motifs, the spider and the "coll," as
she refers to them. The cage/coll is adorned wiih tattered ta]>csirics
and various mementos—lockets, perfume flasks, a tear-shaped black
ruhlwr form, glass cupping jars from antiquated medical practice
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Wcdf{cd into it at a child'* eye lew! and Inokinft hkn a spyglass are
mo vcrlubniu of an oxtail skok-lon. Bur for shopr drama nothing
boat1* (he luridly rod-lit Installation Tlia Destruction of the Puihfr.
Though K comes from a 1074 performance with an autobiographical
animus. Iliis almost comicall> wilcliy labk-uu, with Ir.s spolhlng, bub-
bling \valls sacrificial centerplrco and Minister glow, ncoins deliber-
ately positioned to cliallenge (he lluiiys installation below Which
lather, you might wundur, u being dratrayud?

Just as Bourgeois is banished rn tho ntilc, the Incorrigible Bruce
Nauman Is sent to the basement, a raw space that enhances the
latent scamlnuss of his nocturnal 24-hour vidVo Mupptng the Studio I
(Fat Chance John Cage), 2001, and lends a dash of iioirlsh drama to
the classic video-surveillance leafier Corridor fiwtallatioH of 1970
(watch >our bank') Though some of this typecasting seems inadver-
tent (or, unavoidable), it is nut entirely beneath Dia's dignity to risk

a few jokos. Before entering (ho galleries, viewers must purchase
tickets In a bookstore/admission desk/cafe" area presided over by an
admonition by Uwrunre Weiner that reads, in part. 'Tho Work Need
Not Be Built." (Just as tellingly, this 1DGO piere, one of the artist's
'•freeholds." is in the public domain.) Klscwhere. language-based
work by Wclncr is squeezed between I lie two Helzer installations, a
more dubious joke, if such It is. And In several cases, art that lives
more In the mind than In the flesh—On Kawara's date paintings, or
even Robert Smithsfln's mirror installations—suiters from the rela-
tive paltriness of the examples on view. Though Cooke writes in the
museum catalogue that (icrhard Uichter's big, impassive Sir Gray
jlftrrorw (2003) "serve ns a pivot at the core of the whole facility .
foregrounding issues of speclalorship,*1-1 what's best at Dia:Beacon Is
not work that reflects viewers and thefr condition, but work that
absorbs attention, massively and for a long, long t imc.
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Fred Sandback's articulation of space
by means off stretched lengths off
colored yarn achieves a clarity only
enhanced by its physical modesty.

I n n 1096 essay titled "Site-Specific An: The Sirong and the Weak,"
Tlionuii Cnm faulted ihe Minimalists For adopting a timeless phe-

nomenology. For "strong" site work. Crow wrote, "brief duration is a
condition of meaning.*1 Site-specific work, in other words, must bo
temporary lo be good. Crow represents a considerable Tact ion.
Indeed Robert Irwin, offrriiif! a kind of gentle manifesto for site work
in 11W5, also called for u "conditional art," subject lo and expressive
of change.4 Clearly, Dia's choices reflect other convictions Cooler
writes that however disparate tin1 DiuHoacon artists, "what consti-
tutes mutual ground is a concern with the relation of the work to its
site."* But the idea of permanence is also af the new facility's core—
is, arguably, us mosi fundamental and controversial aspect. Of
course it only fans Ihe flames that Michael Kimmelman, writing in
the A'«r York Ttntf* Magazine, deseribcd the Dia cohort as "the
greatest generation of American artists,"6 with a tnumpluilisiii of the
kind thai got apologists for the Abstract Expressionists (for whom

the claim is usually made) into iron bit-, too. Hut Kiinmelman's
remark Is in sympathy wi th (he spirit of Din's undertaking
Uia-Bcacon Is undeniably dedicated lo demonstrating the gravity,
breadth and sheer staying power of uhal these artists have done If
the Abstract Expressionists were mcinorabl> dubbed "the irasci-
bles," l)ia:Beacon proposes iis artists as the, impcrturbables, and
points their work tmvarri iternlty G

I Cdhiii TomUnH l)innnl :UK! Ipminl »1ih Ihp Art* Tho MlvJon." Tte Vtv
\1nj- If). ̂ W.),..̂ )
S l.>nno Cuokv, "Nî cr Nn \liirv No Lllrnilun-"" in Cmiki- ami Mirhacl (iman,
Ilia IteaniH, \ra Yoifc DLi Art FduiuLnioii. tOOH. |i|i frt &)
3 Thimuh Craw, "Slip SpiTinr An The Mnntu dm) (to Wrak," In Vmlfni Art in ttf
CAMUHHI (."allurr. Nuu ll.nvn and Ijindim, >.ilc Imkprdlj Pn-ss, IDffli. \t. 1:1S
A Knbi-rt \n\n, HetHgiimlt'iiruHittaiKr \HlrvTnuvnt a t'limtttiwtul Art. \v*\wV.
Ihi- Upb l*n>«!i in mnjnnrtlnn nillt I'M* liiDviy nnri ihc San Pnnrfani Musrnm iif
JlndcniArt, IDKi.
.">. Couh.-. p. Rl
A. Mlrli.M'1 Kimmrlm.in "UK1 DM Oi-ncnKKin." W twi Titan Mapinm \pr fi.

WML SntcnH M tnratrrt al J tifrt watt S/m / RnmH V 1' Sammfr ton/it fMaglK
Or! Hf airll,ivSfV, Tktinutag tknmgh Monday AfJlJiill auH vmlrr {(M IS.
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