December 19, 2008

Chairman Offios o Proceadings

Surface [ransportation Board

395 E Street, SW JAN 9 2009
Washington, DC 20423-0001

e PubeS Aosond
Dcar Chairman Nottingham,

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

As the conduit of significant funding for artist Michael Heizer’s Cify in remote Garden
Valley, Nevada, we are firmly committed to maintaining the legacy of this extraordinary
artwork for future generations. An essential part of this responsibility 1s safeguarding the
Valley’s pristine, isolated natural environment: the landscape’s timeless quality is
fundamental to the conception and expenience of Cin-.

I 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
muscum 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 selccted articles further illuminate Ieizer and Dia. and their
significance at the national and international Jevel

Dia would welcome the chance to speak with you or your colleagues further about the
importance of City. | can be reached at 212.293.5598 or ksonnenborn{@diaart.org and would
also be pleased to connect you with Dia’s director, Philippe Vergne or Michael Govan,
director of the Los Angeles Museum of Art and ardent support of Heizer's work.

On behalf of the art 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,
Katie Sonnenborn
Director of External Affairs

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

Dla Art Foundation
535 Weast 22nd Strest New York New York 10011
212 989 5566 Fax 212 989 4055 www.diaartorg
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The Honorable Charles D. Nottingham 070? 437’7



With 240,000 square fest of
galleries, the Dia:Beacon museum
(bolow) Is spacious onough to
accommodate huge works such as
Richard Serra's Torguad Effipses
(opposite) Each of the mammoth
steal structures welghs 40 to 80 tons
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Beacon of Light

Groundbreaking art shines at the extraordinary new
Dia:Bceacon museum on New York’s Hudson River

BY AMEI WALLACH

115 ONLY FITTING THAT THE MOST cagerly awaited museum wmn the world of
contemparary art s more than an hour removed from New York City's frenetic are
scene Many of the arusts whose works wene on permanent display this past May at
Dia:Beacon, as the new museum is called, put space between themsclves and an art
world they saw as compromused and overly commeruial “These artests were inspired
morc by the American landscape and the Amencan spinit than by the SoHo art
scene,” says collecror Leonard Riggra, chairman of the Dia Art Foundation, which
created rthe museum, *The idea of being an hour-plus away from New York Cicy s
more important than being closc o *

Dia.Bescon has 240,000 square feet of exhibition space, which 1s more than chas
of New York City's Guggenheim, Whutney and Muscum of Modern Art combined
It exhubts 2 concentration of monumental works (many seldom, if ever, scen im pub-
lic) by tanl artists, nunimalist artists, conceptual artists and installation artises At
Din:Beacon, save artist Rubert Irwan, who helped transform the 1929 Nabisco box-
printing factory in Beacon, New York, mnro a adiant show ase for art, “the viewer
is responsible for setting in motson his own meaning,”

Most of the outsize works on view in Dia:Beacon’s immense skyht gallenes fill a
roomor more John Chamberlain's sculpture Prroet, for instance, 18 a 62-foot-long,
13-foat-high hedgre fashioned our of scraps of chrome and pamted steel And Walter
e Mana's Egual Area Serres (12 pairs of flartencd. stasnless-steel circles and squares
that hc on the flour ike gnant washers for some enormous machune) extends through
two galleries totaling 22,000 square fect. Most of these works cannot be seen in
their entirety from any one place: vou must walk i, around,
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and 1n some cases, within them, as in a landscape. “Difficult”
art hecomes acvessible, the thinking goes, when a viewer's re-
sponse 1s visceral And concentrated,

“What makes this museumn very special is ats focus on a rel-
atively small nomber of artists who are shown in great deprh
in circumstances as close o perfect as any space | have seen,”
says James N Wood, director and president of the Art Insti-
ture of Chicago. “It’s totally committed to giving an art that s
not necessanly ingratianing an environment where it has the
hest chance to speak m its own night *

Many of the 20 or so artists represented at Beacon —a huge-
ly nfluential group thac includes Louse Bourgeors, Dan Flavin,
Walter De Mana, Michael Heizer, Donald Judd, Sol LeVWite,
Agnes Martin, Robert Ryman, Richard Serra and Andy
Warhol—began therr careers intent on challenging some basic
assumptions sbout art Why did a sculpture have tositona
pedestal and occupy space? Why did 2 painting have to be
something you stood in front of and looked at* Why dad ic have
to stop at the edges? Did art have to be an ohject at allP?






Wichout a viewer’s response, they felt, their art was in-
complete. “Things work in relationships Lverything is in-
teractive,” says Dia artist Robert Irwin, who began in the
1950s as an abstract painter and who, along with Dia Art
Foundation clirector Michacl Govan, was responsthle for cre-
ating a master plan for the renovation of the factory and the
design of ourdoor spaces. He says he approached Dia:Bea-
con as an artist rather than an archirecr. Instead of using a
drawing board or models, he concerved his plan, which 1s 1t-
self listed as onc of the artworks 1n the Dia collection, by
walking around, back and forth, inside and outside the com-
plex. He thought of the museum as a *sequence of events, of
images,” and he was mindful of the order m which visitors
would enter and progress through its spaces.

At Dia-Beacon's entrance, [rwin planted hawthorn trecs,
whuch bloom white in spring and are heavy with red and or-
ange herries in winter. They will grow to 25 fect, roughly the
height of the four flat-roofed connecred buildings— includ-
ing a train shed—that once housed the plant

One of the few things Irwin added to the existing struc-
ture 15 a small, low, brick-hned entrance. Pass through it, and
“boom™ says [rwin, the ceilings soar and light floods through
north-facing, sawtooth skylights and boomerangs off maple
floors. You can sce down the length of the rwin gallenes
ahead, 300 fect, to industnal-size sliding doors. Through
those apen doors other gallerics streech another 200 feer to-
ward sun-blasted, south-facing windows “That moment of
entering 1s really the power of the building,” says Irwin.

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

“The bullding Is spectacular, the site fantastic,” tho Museum of
Modam Art’s diroctor, Glonn Lowry, says of Dia:Beacon. An
alsle of charry trees adorns the museum's west garden (below).
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place different,” says Dha director Michael Govan, 0.
“There are very few places with concentrations of works,
even by these artists, that are so all-cncompassing and envi-
ronmental. The buildings, in a way, are big enough to allow all
of the artists to have their own world and the visitor to have
that fantastic experience of going from workl to world.”

Michact Heizer’s 142-foot-long sculpture, North, East,
South, West, for nstance, steals the show for many visicors and
most dramatically dllustrates the 1dea of the interaction be-
tween the viewer and the art, The work, which Heizer calls a
“negative sculpture,” consists of four massive, gecometric
forms sunk 20 feet into the floor of the gallery Standing at
the cdge of these excavations, you may expericnce 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 Shadows paint-
ings, a serses of 102 rendenngs of the same difficult-to-deci-
pher shadow in a corner of Warhol's studio. Designed to be
hung together edge to cdge, like a mural, each grainy
silkscrecn is treated differently—pninted on a black or meeal-
lic background and washed 1n 2 spectrum of vaporous cul-
ors, from Day-Gio green ro choirboy red. Warhol produced
the senes 1n less than two months, between December 1978
and January 1979, showed parts of it in an art gallery, then
used 1t as a backdrop for a fashion shoot for the April 1979
issuc of his magazine, Interview

Beyond the Warhols, the world that the German-born
artist Hanne Darboven has constructed —called Kul-
targeschicbte (Cuftural Ilistory), 1880-1983, consists of 1,590
framed photographs, magazine covers, newspaper clippings,
notes, personal papers and quotations, all hung floor to cetl
ing in a grand, overwhelming onslaughr of informarion. The
effect 1s not unhke walking through a history book.

At the southern end of the museum, a rarely scen work
by the late artist Fred Sandback re-creates part of his 1977
Vertrcal Constructions serics. Sandback used colored yarn to
outline an enormous upright rectangle. There's another one
juse like it a few fect away. The space they diagram appears
as rcal as a wall of glass You seem to be on the ourside look-
ing i, but 1f you step over the yamn to the other side, you find
yourself once again on the outside of the illusion.

Beyond Sandback’s yarn 1s Donald Judd's 1976 untitled in-
stallation of 15 plywood baxes Judd, an arust, philosopher
and critic who died in 1994 at age 65, wanted to strip sculp-
ture to its bare essentials, He used industrial materials—ply-
wood, milled metal, Plexiglas—and had his sculptures made
by fabricators From adistance, his unpainted, roughly chest-
high boxces, which sit directly on the gallery’s floor with space
to stroll among them, appear identical, But up closc vou can
see that each of the boxes is stightly different, conjugating a
vocabulary of open, closed, spliced and bisected forms. "It 1
a myth that difficult work is difficult,” Judd claimed. His idea

AMED WALLACH isan art crotic whose articles bave been featured in
Art News, the New York Times, Vanty Fair and/1be Nation



*| approached the museum’s dosign as an artist,” says Robert irwin (above, loRt). who collaborated with Dia director Michael Govan
(above, right), and the architectural firm, OpenOffice, on the renovation aof the 1929 factory that houses tho now musaum Andy
Warho! called his 1978-78 Shadows paintings (below) “disco decor” and used them In a fashlion shoot for his magazino, Interviow.
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that the context in which a sculpture or painting 1s seen s as
important as the work 1tself—and essenttal to comprehend-
mg it—would become Dia.Beacon's credo.

“Looking at Judd's works, vou srart to think about limit-
less possibiliries,” says Riggio (who with his wifc, Lourse,
contributed more than half the $66 mullion it taok to real-
1ze the muscum). “You feel not just the brilliance of the artist
himself, but you also fecl the potential of the human spirit,
which includes your own You see what a great mind can do,
s0 it’s more than about the are.”

“oBVIOUSLY, TIIE MODEL for what we are doing is in
Marfa,” says Riggio, refernng to the museum that Judd found-
cd 1n an abandoned fort in West Texas cattle country m 1979,
Judd hated conventional museums, and he hikened permanent
gallenes, where works of several different artists are grouped in
asmgle room, to “freshman English forever.” Judd came up with
another way- displaying indivedual artises in buildings adapted to
complement therr art.

Judd's idea of converting industnial buildings into galleries
can be seen today in the raw spaces of the Los Angeles Tem-
porary Contemporary and at MASS MoCA 1 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 founders of this
place’s acsthetic,” says Govan, “I see this museum as a series
of single-artist pavilions under one diaphanous roof of light.”

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

Michael Helzer’s vartigo-inducing sculpture North, East, South,
Wast consists of four geometric forms produced from weathered
steel and Inserted 20 feot daap Into the gallery's concrete floor.
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Schlumberger oil fortune, creared the Dia Art Foundation.
(Dia, the Greek word for “through,” is meant to express the
foundation’s role as a conduut for extraordinary projects )
Over the next decade, Friedrich and Philippa gave millvons of
dollars to finance works by artists they admired. Typical of
those the couple funded was Walter De Mana's 1977 Light-
nmng Field— 400 stanless-steel poles set 1n a one-nule-by-one-
kilometer grid in the New Mexico desert.

In 1979 Dia began purchasing the abandoncd Texas fort
and its surrounding 340 acres at the edge of Marfa for Judd,
who, according to Riggio, “turncd an army barracks into
what I think is casily the best single-artist museum in the
world.” Then, in the carly 1980s, Friednch’s dominton began
tumbling down. There was an o1l glut. Oul stocks crashed,
and Dia ran out of moncy Friednich resigned from the board
and a new board instituted a reorganization. Dia's new mus-
sion did not include funding gargantuan artistic projects.

Judd’s contract gave him the Marfa property; the art it
contained and a legal settlemenr of $450.000. He reconsti-
tuted his Texas enrerprise 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 Manhatran, where the foundation
continues to mount single-artist exhibitions.

In 1988, Michael Govan, then just 25 and deputy direcror
of New York's Guggenheim Muscum, 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 awn. Other
muscums were concerned with admissions revenue, market-
ing, big shows and building buildings that people would ree-
ognize And all of a sudden [ see Judd wath this simple situa-
tion, this permanent installation, taking care of every detail
in the simplest way And the fecling was somerhing you could
be entircly immersed and lost in,”

“Iwo years later, Govan accepred the directorshup 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 $1.6 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 Dra showed Torgued Ellipses, a new work by
sculptor Richard Serra

The three monumental sculptures —looming formations
cach twisted out of 40 to 6o tons of two-inch-thick steel
plate —dominated the Chelsea gallery as they now (along
with the latest in the group, 2000, 2 torqued spiral) dominate
theur space at Dia:Beacon. As you circle each behemoth, you
are as awarc of the sinuous spaces berween the sculptures as
of the forms themselves. But as you move inside the open-
ings of the monoliths, everything changes. However bullied



you mught fecl 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
Serra show. “Tr was magic to me,” he recalls. At Govan's urg-
ing, he spent nearly S2 million to buy Targued Ellipses for Dia,
jump-starting its dormant collecting program. At about that
time, Govan and curator Lynne Cooke, who had also come
to D1a 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 —chey spotted a faded Nabisco factory sign on the banks
of the Hudson River. Back in New York, Govan traced the
building to the Internarional Paper Corporation and drove
up to sce it on a wet spring day.

“So T walk into the building and it 1s spectacular,” he re-
members. “1 said, “Would they ever consider giving 1t to a
muscum?’ They said, Absolutely not. This is for sale.’™ In the
end, howcver, International Paper donated the factory and
the land to the muscum, and Govan raised the moncey for the
renovation through public and private contributions. The
project (a three-way collaboration between Irwin, Govan and
the New York City architectural firm OpenOffice) began in
1999. At the same time, Govan and curator Cooke were
building the collection.

In 1994, Govan had learned that collector Charles Saatchi
wanted to sell 2 rare group of paintings by the New Mexico-
based artist Agnes Martin. “It scemed to me that this work of
art was very much like what Dsa had collected,” he recalled.
“It was a big epic—really a major work.” But Govan was too
late; the paintings had aircady been sold to the Whitney. “So
I asked 1f she would consider doing another series,” Govan
says. Martin didn't respond. “Then, 1n 1999, [ get a call saying
that Agnes is working on the Dia paintings, and they are re-
ally important to her. I sard, “"What?' " Without telling Govan,
Martin, now age 91 and still panting, had taken up the chal-
lenge and gone ahead with the project.

Today her Innocent Love 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
ycllow; Perfece Happiness 1s a serics of vertical washes that
translate as Iittle more than a glow on the retina. The paint-
ings reflect the shifting quality of desert light, making the
gallery scem as spacious as New Mexco's vistas.

Scrra’s Torgued Ellipses have quite the opposite effect.
They overpower the factory’s long train shed, into which
they are wedged. Serra chose the space himself. “You hardly
ever get to do that in 2 muscum,” he says. “I don’t think
there’s another muscum in the world like this. If you can't
find someone to look at between Warhol, Judd, Flavin, Mar-
tin and Ryman, it's not the art’s fault.” o

John Chamberiain, who playfully calls the 62-foot-long-by-13-
foot-high Frivet his “fauve landscape.” used intertwining scraps
of painted steel and chrome to form the candy-colored sculpture.
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Dia:Beacon
The Imperturbables

With 240,000 square feet of exhibition space, Dia'’s new Hudson River facility shows off ils
permanent collection lo suilably monwnental effect, making the case for its anointed maslers from
the 1960s forward, presenting their achievement as lowering, limeless and unassailable.

BY NANCY PRINCENTHAL

v:m, open. llummaled ' .
Almost entirely by oatnrat : .

light, Dist Beacon is monnmen-
talin the wiy of cathechabs, or,
m some af 1t~ deeply shadowed
spaees, certinn Kinds of funer-
A1y architecture, A massive
testament to the power of
mostly hig, abstract an, it is
dlmst always glorious Amd it
flies in the face of comen-
tions that June come 1o gov-
ern art-making and. even
more. muscum insidallation,
over the past L vears amil
more “GComparison means
nothing!™ Dia  cofoundel
Hemer Froedoch recently
oxtlaimed to Aea Yor ke
wriler Calvin Tomkins ' So
much for assumptions suppon-
ing exercises mnging rom the
Matiswe/Picassy exrviganza
al MOMA to the Tate Modern's
reitatlation of us peimanent
eollection So much, oo, for
the fuidity ol meaning. the
interdependence of olyects in
the process of aceruing signifi-
cance, Lhe formative role o
socil context—pondbve o all
that savs the i ethos, The
clever prxtaposition of themat-
cally related work s anathema
here Even the accessores of

Exterior 1ieir of Dia.Bracon featuring renoi alion desiqn by
trith Open Office holo Rickard Barnex Pholos fiun article courtexy Dia,

(pposite Walter e Maria The Equnl Arra Serles, 1976-77 steintess steed,
one room of a ta o pard inxtallation, Phote Nie Temiwriggrenhiorn All wrorks,
anless othertrise goted, Dia 4rt Foundalion

. ! designed the renovation of
L the 240,000-square-foot for-
mer Nabisco bux Eictory that
is Dia: Beacon's home, dud
respectlully little to the me-
rior His higger statements
1ake plice outdoors Long-
1ime dean of site work and
horn-again gardener. Irwin
st shy of bending natre 10
s will, On the grounds at
Dia, cven the grass is made 10
submit to a tyghity mled grid
with small shaved squares
of green alternating i a
checkerboard pattern with
concrete paving Mocks, the
efiect. while emmently pleas-
g, looks something like a
new hain tansplant Tiees
andl hedges are similarly
trimmed 10 geomelric tecti-
tide, and vistas regulated by
chatin-link feneing, reprising a
material Invin ¢hose for carly
vutdoor work hecanse of 11
hght-fillening approximation
of the serims he famoasly
used indloors,

Irwin’s moat dramatic
huilt statement 1s a mastaba-
shaped mam enryway, small
as i confessional. 11 1~ fol-
lowed by a cool while space
of jaw-dropping immensity

e
i .

Hubert Incin

current exhibition protocol,
from extensive wall texis to
catalogues so woighted with
multidiseiplinary eritique they make the aetual art seem ancillary,
are noticeably absent Al Beacen, the curional voiee—of Lynne
Cooke. Dia's curator, and Michael Govan, its direetor—is tuned 1o a
low murmur. What resounds are major works by :momted masters,
enshrined individuallv, in angust splendor

Robert Irwin. who. along with Open Office, a voung Chelses firm.

vecupied by Walter De Mara's
Equat Area Serws (1976-77).
In two parallel 330-foot1-long
gallerles hathed m the noethern Hght that pours down rom saw-
tonth <kylights, this exalintiom of geometrv proceeds in stalnless-
steel eircle-and-square palrs, the elements of each pair heing equal
in wea, Though seen from afar the pairs seem unvarving in size,
each pair mereises by 1 one-inch increment, growing bigger as they
recede on the lefi. and also as they advanee on the right As s the
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Partinl riewr of Hanne Darbores’s Colturat Hiviony 1880 1083, /980-AL 1 590 paneis and 19 freesfanding olbijecin Plinto Florian Holzherr.,
Tong-term loan from the Lannan Foundation.

r

Serra’s work plays a predictably key An atfiecent gallery holds two mstallations by Dan Flavin, inctud-

= - ing hig 106 “monuments” for Viadimir Tathn, Twemy of these
role in aetl'aﬂng the Dia space. symmeireal configurations of mostly white. mosth vertical Quores-

Major pieces are lined up majestically ecnt lights are mstalled elose to the floor on a long, accordion-folded
in a former train depot. wall The arrangenent, eoncened by Flavim before hus death. in 199
{but carned ont here for the frst Gime) s such that you never see
more Lhan two consecutive examples 41 onee, This slow nnfurling
helps connedt the series to the sequenced rotation in Tatlin's famouns
case with a numher of the extensive serial works here, this nstalla- 1920 propesal for 2 monument to the Third International, and also
tion Is part of a larger series that comprises 25 pairs i 1otal,  evokes the Construetivist weals it epitomized, Ferther along m tins
Measured. siately and engaging over the long hawl, Eqeal Area gallery is Flavin's biggest work, an untitled “barrier™ made i 1970 m
Serges 15 a perfeet set prece for the musenm Colossal but humbly — an edition of twe, the ofher 15 stll mstalled in Donald Judd's Sollo
low to the Ruor, it offers the inch-by-inch pleasures of close read-  Lloft bnlding. Here. the hig overlapping squares of fluorescent
mg—and alsu the kind of visual exhilaration associted with sweh tubes—the verticals are red. the horlzontals bluwe—flank a window
Iandscape vistas as these just outside Dia Beacon's duors witll, Stepped away from the wall, as square overlaps square, the
Proceeding 1o the lefl, (he next gallery holds 72 of Andy Warhol's  wender-halovd progression seems to curve gontly, ax ihe barrier's
12 Shadwirs (1978-74). These most abstract of Warhol's paintings  own light peels away from the daylight ot frames. It 18 une of the
all show o blurny pattern of plich-black shadows agunst colored  instances at DicBeacon when perceptual expenence is shaped wih
grounds ranging from mowrnful gray and purple (o aqua, vellow and — a preceision and grace that feel postively unearthly
fire-engine red Strikingly Gilmie i cheir repetitne sequencing, the Nearby 15 Hanne Darboven's encyclopedic Kulturgeschichte 1880-
Shadows® serial orchestration makes Warhol seem a kind of 7982 |Cultural History], 1980-1983, a 1,590-panel sssembly of post-
painterty Philip Glass, while also forging a hnh to Abstract  cards. magazine covers, textile patterns and other materialy, plus 19
Expressiomsm—the slashing black shadows strongly evoke Franz  freestanding olgects that include a worn teddy bear, a giant crueifix
Kline and a fake sivery robol  For all ns overwhelining size and scope. this
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Freestanding work is at a disadvantage
at Beacon. Individually robust
sculptures by John Chamberlain seem
oddly lost in too big a space.

assoiment of ephemers feels fundamentalls 2 odds with the weygm-
mg esthetie, and mdewd the Darboven istallation. since it mmolves
works on pper. s one of jJust o few nol meant (o remaun on eslnbit
indelnmely  (Photographs by Bernd and Hilla Bedcher, shown else
where, will Bikew tve rolate,)

The roomful of wall drawings executed m an adjic et gallery
aceording 1o Sol LeWut's mshiuchions of 1964, for black penciled
lines gomg “in four dnections m fomn differeat sastems siniphe and
superimposed.” 1 o vanishmgly debemie, maddening delght 11 teas
es complenity from the simplest premises, Sinnlarle. Fred
Sundback s articulatton of space by means of sireiched lengths of
colored yarn achieves a elarny only enhianeed by ns physical mod-
esty, Carang g, janmy shapes oul of thin mir Sandback’s Hnes
dexeribe parailelograms and Uapezoids m bhue and green, and open
squares m black and red, paallel white lines angle o feom wall te
Noor hke diven ran. Mack ones deseend i mereiless perpendeg-
lars that alford no recourse 16 metaphor Vibeant, it aid pmtentiv
rreducible. Sandbiek™s work s & perfect womie i an age of iver-pro-
dueed ant,

Presentig an dlmost comie contrast s Miclael Heizer's behemoth
wstallation Neath East South Hest, convened m 18967 (protoly pes
for 1wo of the four elements were bt im the Calitorni desert m
196R). 1t 1» Tully realized here for the first nme, reviang the
Burkeian connectien between sabliminvy and 1enor Toceniy fect
deep, the yanwung. rindess, metal-lued geometer forms cougiise, w
negatne, A paur of stitched cubes (The smauller one on the bollom), 2
cone pointig dovwn. 4 con see un ot op anid a wedge Mo
to them s carefully 1egnlated With a privr appomiment. the mtre
pid visttor ean walk right up 1o the edge of the pits, othersise e
view §s from belid a low Plexigas banicude Einthel wav the ele
ments are ik awesome, Like some bad-dieam Neo Glassu al Lana-
sz Etlenne-Lown Boullée's visionan cenataph mverted, peihaps,
North East South West's alter ego i Hewzenr s 0-00n, 20 lout-lngh
Negabare Viequfeth #5 (1998). a2 boulder npended and nestled mto o
steel-lmed recossed mehe This massie Galisman, prosented more or
less 1 the raw (s surface wiss very shghth abraded and charred), s
gnppang but a little obvious m ity drama—though what 11 {achs m
finesse 11 makes up fn i brne strength,

T Hebzer's are the mest spedtacular mstallations at a Beacon, the

musenm s ammatmg spirnt s Donald Jadd, hopored throughout In
references large and small Wis Chinate Fonndation m Mar b, Tex .
originally eoncened as a Dic projeet. nol only shioweases indisidual
Artists 1 depth in ibusirial spaces, bt dso provides a paradign fo
the kind of installation practices followed at Beacon, Judd own
work Is celebrated a what feely bhe the museum’s heart 1 4 toom
that has 2 newly hfted cotling and « Jereston lighting Beneath are 15
of Juthd's phywood haxes of 1976, signature works thin are like three-
dimensional mmiels of abstrael thought Al Hhe boes have the same
fontprimt, but no 1wo are alike 1here are nesterd cubes both open and
tlomed, double-walled and recessed sides, false botroms ugh and
Jow, flat and nlted Neardn 15 the Stant Pieee Trom the <une vear. n
which a plvwoeod wall unexpeetedh fronts for a steeph ine lined
wedge, (I was recemtly shown in nis larger onginal dunensions at
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The serlal orchestration of Warhol's B ‘ ]
"Shadows” makes him seem a kind of .- \ g e amm ey )
painterly Philip Glass, while also A= = = 2 =43

linking him to Abstract Expressionism.

Paula Cooper in New York; Gooper presented the plece for the first
time n 1976.) There s also a madest group of wall-hung sculptures,
muluding six plywond boxes that are among Judd’s last works 1f this
chamber contribuies to the sense of the whole Du:RBeacon undertak-
g ax somehow posthumous—the great pyramid of Mimmahism's .-
kings—these Iate wall hoxes might bo its Rosetta Stone, The surprise R - S
1s that they imeorporate a cruciform element. with erossed wooden

buards of two different widths, with horizomals alternately in front of

or hehind the verticals; the boxes are ined with red or dark blue

Plexigias. Perhaps Judd Intended what zeems 10 be o clear reference

to Ad Rembanll, and perhaps even to Barnetl Newman's Statwns of

the Gross as well—a late homage to an earlier generafion -

Richard Serra’s work plays a prediciably key role in actreating the
Beacon space. His Torqued Eflipses (1)5-96), plus a torqued spirul ] -
tutled 2000, are lined up i n row in a side gallery that was the facto-
ry's traun depat, and they look (ernfic there, steaming migestically
downriver n a {all narrow space unencumbered by the complieated
ceilings of the Manhatlan Dia gullery where the Ellipses were first
shown Even more dramatic is Serra's Union of the Torus and the
Sphere (2001), which 15 wedged, Iike a ship in a bottle, inlo a space
barely g enongh for it Listing, swelling, looming, leaning, 1t 1
alarmingly dynamic and reassuringly museular. Along with other
recent work—a space-deforming wall drawing called Consequence
(2003) and the: fat-toppedd. floor-huggging Elevation Wedge (2001), for
which a subtly melmed Moor was poured—there 18 also 4 historical
urprise; Serris ehullienuly funky rubber seatter piece (from Judd's
collection) that was made in 1967 and has not been seeit snee 1968,
when it appearcd as pant of the celebrated 8 at Castelll™ exhibitton
organized by Robert Morrls.

Time has been less kind (o Joseph Beuys's work, here represented,
in an excecdingly dim gablery, by performanee mwd senlpture residue
that mcludes heavly framed photos leaning agamst the wall and a
seleciion of felt and copper Fonds, Divorced For decades from his gal-
vanizing presence, these ohjeets grow ancreasingly hermetic and
ineri—or, perhaps, revealing of Heuys's essential thanatolropism,
Indecd, s 1079 tablenu al Beacon. based on the remains of 7 Like
Amerwca and America Likes Me, a 174 performance-cue-residence
at the René Block Gallerv mn New York, seems creepily necrophibae,
[ts componends melude 2 Manket. a cane, gloves, a [ashlight, hay,
rublte and vellowed stacks of the IWall Street Journal, While the lan-
fuage of Imi Knochel's work is altogether differe, il suffers from the
game kind of post-trmmatic stasis, the more so as his [nstallailon, of
masonite and wood buards and crates stacked at random, 15 meant o
seem proviswwal; the spivit of spontaneity doean's easily fly in these
precinels.

amting anvd freestanding sculptore are af a dilferont kind of dis-

adwntage at Beacon. Sculptures by John Chamberlain are pre-
sent in great number and variety. But however robust the works are
indivicually, they scem nddly lost in too big a spaee The painting gal-
leries are sealed 1o prevent 1his problem. and largely sueceed, though
focusing on easel-scale work at Beacon is not ezmy, A selection from
four decades of paintings by Agnes Martin, all ethereal color, ligmd
shadow amd whispery delineation, well rewards 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 Love™ paintings of 1999, made for ia and burdened with
individual titles like Pegfect Happiness and Whepe Babies Come
From, are skeplic-chastening miracles of palest sunrise vellows, blues
and pinks. Equally heartening dre the twe rooms of pamtings by
Blinky Palermo, which imclude work that Is the artist’s last: the 19
paiintings, arranged in 15 groupigts. of 7o the Peaple of New York
(1976-77), a rousing chorus of red, yellow and black. Notable among
the splendid selection of Robert Ryvman's white paintings, which span
40 years and more, 15 & new series called ~“Thind Prototype 2003 ™ It
was panted on site an thin rubber panels that Ryman taped te 1he
wall and then vamished, afler which the lape was removed. The var-
mish holdz the rubber 10 the wall. und the (ape marks are the pant-
ings' onh articulution. framing guestions of surface. material and
process with rare wit and elegance

The pereeptual downshifting required in moving from work like
Serra’s and Heizer's 10 Martin®s and Ryman's 15 paralleled by the
emotjonal keap entalled in moving from the main floor to a small
gallery above. In a commendable but awkward effort to diversify the
museum's sensihhity—and, more to the point. to remedy 118 egre-
Hious gender disparity—an abundunce of work by Louise Bourgeols
has been introduced 10 a relatively dark, brick-walled seconid-story
space where, Cooke concedes, it 15 impossibie nol to think of § mad-
woman in the artic. Admittedly. Bourgevis™s work, all of 1t at Beacon
on long-term loan. only gains in power in such surroundings. There
are “Lairs™ and “Soft Landscapes™ In twe versions each, a tabletop
full of smallsh sculptures in a variely of mediums, and the wonderfut
marble Sleep (1967), hs big, round head tpped drowsily forward
Four double-sexed “Januses,” tao of them “jacketed.” are suspended
Just abuve eve level in a flendish circle dance: the “sweeler version”™
of the hermaphroditie Fillelle {1968) dingles alone in its own room
15 the eye-catching. glant Spader (1097). (he creature straddling a
large cylindrical mesh cage This piece 15 the only such hybrul of
Bourgeow's two dommant late motifs, the spider and the “cell,” as
she refery (o them. The cage/eell 15 adorned with tattered tapesinies
and various mementov—lockets. perfume Masks. a tear-shaped black
rubber form. glass cupping jars from antiquated medical practice
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Abore, Donald Judd: Untitted, 1978, Dovglas fir plyrwevod, 15 boxes, cack 3 by 5 by 5 feel Photo Bill Jacobsan,

Opposite, three exeples from Dan Flarin's seviex ~'sromunenis’ for V. Yatiin,~ 1964-81, and (rear) an untitied Flarin work, 1870, Pholo Bili Jacobron

Wedged into it at a child's eye level and looking like a spyglass are
two vericbrae of an oxtall skeleton. Bur for sheer drama nothing
beats the lurldly red-Iit installation The Destruction of the Father.
Though 1t comes from a 1974 performance with an autobiographical
anmmus. this almost comically wilehy tableau, with its seething, bub-
bling walls, sacrificial centerpleee and simster glow, seoms deliber-
ately positioned to challenge the Beuys installation below Which
father, you might wonder, 18 being destroved?

Jusl as Bourgeois 1 banished to the atile, the incorrigible Bruce
Nhauman is sent to the basement, A Taw space that enhances the
latent scaminess of his noeturnal 24-hour video Muppug the Studio 1
{Fat Chawce John Cage), 2001, and lends a dash of noirish drama to
the classic video-surveillance teaser Corridor Installation of 1970
(watch your back") Though some of this typecasting seems Inadver-
tent {or, unavoidable), it is not entirely beneath Din's dignity 1o risk

a few Jokes. Belore entering the galleries, viewers must purchase
tickots in a bookstore/admission desk/café area presided over by an
admonition hy Lawrence Weiner that reads, In part. “The Work Meed
Not Be Buih,” (Just as tellmgly, this 1960 plece, one of the arlist's
“freeholds.” is in the public domain.) Elsewhere, language-based
work by Weiner is squeczed between the two Helzer instatlations, a
more dubious joke, if such it 15. And in several cases. art that lives
tnore in the mind than In the flesh-——On Kawara's date paintings, or
even Robert Smithsen’s mirror installations—suffers from the rola-
tive paltriness of the exnmples on view. Though Cooke writes in the
muscum catalogue that Gerhard Richter's ig, impassive Sir Gray
Mirrors (200:) “serve as a pivot at the core of the whole Laedily
forcgrounding 1ssucs of spectatorship,* what's best at Dia:Beacon is
not work thar reflects viewers and their condition, but work that
ahsorbs attention, massively and for i long, long time.
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Phelo Bill Jacobuon.

, TR Oy e R ROaaT, . -
Robert Smithvon: Muap of Uroken Glass (Atlantls), J069, brokra glass, 3% by 20 by 16 feet Long-term loan from the Lannar Foundation

Fred Sandback'’s articulation of space
by means of stretched lengths of
colored yarn achieves a clarity only
enhanced by its physical modesty.

n a 1096 essay titled “Site-Specific Art: The Sirong and the Weak,”

Thomus Crow faulted the Mimmalists for adepting a timeless phe-
nomenology. For “strong” sate work, Grow wrote, “hriel duratlon is a
condition of meamng.™ Site-specific work, in ather words, must be
tempuorary 10 be good. Crow represents a considerable faction.
Indeed Rohert Irwin, offermg a kind of gentle manifesto for site work
in 1985, also ealled for u ~conditional art,” subject 1o and expressve
of change.! Clearly, Dia's choices reflect other comactions Gonke
writes that however disparate the Dis:Hoacon artlsts, “what consti-
tutes mutual ground is a concern with the relation of the work to s
site.™ But the idea of permanenee 15 also at the new facllity's core—
bs, arguably. ns most fundamenta) and controversial aspect. Of
course it only fans the flames that Michael Kimmolman, writing in
the New York Times Magazine, described the Dia cohort as “the
grealest generation of Amerlean artisix,™ with a triumphalism of the
kind that got apologists for the Abstract Expressiomsis (for whom

2 Juiy 2003

the claim is usnally made) o trouble. ton. But Kimmelman's
remark s in sympathy with the spirit of Dia’s undertaking
DiarBeacon Is undeniably dedicated 1o demonstrating the gravity,
breadth and sheer staying power of what these artists have done If
the Abstract Expressionists were memorably dubbed “the irasci-
bles,” Dia:Beacon proposes its artists as the inperturbables, and
poims their work toward eternity O

I Cahvin Tomking “Omwanl mnl L,pward with the Ants The Misalon,” The Nowr Yordker
May £9, 2003, p, 5

2 Lynne Coake, “Never No More No Literatore™ 1 Gonke anid Michael Govan,
D Bracon, New Yorh Dli Art Foundauon, 2003, pp 6164

3 Thumas Crow, “Sile Speeifie Art The dtrong amd the Weak,™ In Wenlers Arf o the
Conterm Callure, Mew taven and Lopdon, Yale Linlversily Press, 1006, p. 155

4 Rabert Ivnin, Hemig awd Corvumstaner \ofee Towrard & Condilional Art, ew York,
the Lapls Frees it conjonetion with Puce Uallery and the San Francisco \useam of
Modern Art, 1085,

3, Couke, p, 61

8. Mirhal Kimmelman “The Dha Generation,® Sowr bork Times Maguzime Apr 6,
el p R

e Beaenn o Iocated al 3 Beckwan Strend Beacow VY Sammer huirs {Mayi8
Oct M} are It 0V 8 rw, Thurciay terough Viondny Mest full and wter jOc) 15,
200Apr 14 X08] ter galleries ol be npen 1 vie 30 & Friday throngh Voaday

Author Aawcy Privce rikal 12 a crihe based i Newr York






