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n 1970, Cildo Meireles authored the text “Cruzeiro do Sul” as a contribu-

tion to the catalogue of the “Information” exhibition organized by
Kynaston McShine at the Museum of Modern Art in New York. Meireles
wrote that he had no interest in defending either his work or his nationali-

ty. Instead, he said, he would write about the formerly uncharted region
south of the equator that is named—in the telling of this fable—Cruzeiro

e do Sul, for the constellation of the Southern Cross. He described if as a
place continually divided and exploited, a region that is part of what we
now know as Brazil, awarded to Portugal by treaty in the late 15th century.!
He called this region “the wild side” or “the jungle in one’s head,” where
people were forced by their oppressors to bury their heads in the earth.

. AL 5 : . According to Meireles, the superabundance of this jungle would eventually

A !m'veh.ng exhibition Of Cildo Meireles’s reclaim iin land from the outsiders with their “gilded projects and their

installations and objec!s reveals them hysterical intelligence.” And because the history of this land would be told
1 oy ] T through fables and legends, its people would be a happy people.

to be meta.p homc rf’ckomngs qumz?.{ = A fhe same time ilghat he wlr):mle this text, Meireles, then 21 years old,

p ostcolonial hastory. made a sculpture emblematic of his country and his idea, also called

Cruzeiro do Sul (1969-70). It is a tiny cube, Smm on & side, one half of

BY EDWARD LEFFINGWELL pine, the other of oak—the soft and the hard, materials from which the

July 2000
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indigenous people of Brazil make fire, He intendec

sculpture, monumental in its implications, be installed as s the sole nl: 01
in a large museum. This proposal has yet to be realized. Such allegorical
manifestations are a constant in Me

Social Use & Moral Valences
In a retrospective organized by  York's New \'Iu e
Art and currently traveling, .\1|-ir|
sactile, sometimes labyri
resonate with such evocative stories. |
experience of making and seeing art, and also o its s use and m
valence. His works reveal broad pow ul metaphor ¢ d in the re
oning of a post ses periods of military
oppression and persecution, the :'*ﬁi-l-t.-\ of Br: ruggle for cultural
identity, its history of being subjected to foreign intervention and the per-
vasive economic and cultural influence of the United States.

Borm in Rio de Janeiro in 1948 to a family actively concerned with the 11
of the indigenou spent his formative years in the country’s interior,
during the time of the creation of Bras istructivist art held special

5 attentive 1o tha.- [lh}hi
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Abore, ivo views of the monochromatic fir

Meireles's Impregnacao (Impregnation), th X

in his installation “Desvio para o Vermelho (Red Shi

al the Museu de Arte Moderna, Rio de Janeiro. Pholos this
arficle, unless otherwise noted, courtesy Galerie Lelong,
New York, and New Museum of Contemporary Art, New York.

Below, Cruzeiro do Sul (The Southern Cross), 1969-70, approx.
Yrinch pine and oak cube.

country deeg
European mode

movement, generall
ed with Sao Paulo, were
countered by the sensory,
intellectual interests of

the neo-Concrete artists

ed in Rio de Janeiro, In
Rio, by the mid-1960s, Lygia
Clark, Hélio Oitici ica, L \gti Pape, Franz
Weissmann ¢ stro had produced construe-
tions that ¢ r»\pr-nvn: e of space while intimately
involving the
late ulturally responsive
Conceptual art, adopting est n to a government
that compromised free opted as well.*

Informed by the intersecting spatial reliefs of Oiticica and the mov-

"tﬁ]'u:»rl F.h- iject

me to be known as
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In his “mobile graffiti,” Meireles
used existing systems of circulation
by applying political messages

to paper currency and Coke bottles.

able, articulated metal bichos
of Clark, Meireles produced
a number of related abstrac-
tions.’ One of the two examples
on view in this survey, Espagos
Virtuais: Cantos (Virtual Spaces:

Corners), 1967-68, is a strue-

ture that looks like the corner of
an ordinary, familiar room.
Around a segment of worn her-
ringbone parquet floor are
baseboards rich with red
enamel edged with pink, from
which rise walls of matte and
dusty pink that are clearly fabri-
cated from stretched and
stapled canvas and exhibit a
cracking in the gesso beneath
the painted surface not unlike a
plaster wall. Meireles shatters
this architectural banality with
a wedge of space that disrupts

Espacos Virtuais: Cantos (Virtoal
Space: Corners), 1967-68, wood,
canvas, paint, woodblock flovring,
10 by 3% by 3% feet; at the New

the right angle of the corner
and seems to shift the line of
the baseboard toward a new
intersection of walls. It is an

Museum of Contemporary Art.
Photo D. James Dee. unexpected, irrational space, as
if it were the threshold of
another dimension where peo-
ple might well disappear.

In 1970, during the military dictatorship, Meireles produced “Insergoes
em Circuitos Ideologicos™ (Insertions into Ideological Circuits), a group of
works which were represented in “Information” and appropriately featured
in the New Museum's Public Access Gallery. These projects, which the artist
has described as “mobile graffiti,” took advantage of existing systems of cir-
culation: the recycling of empty bottles and the exchange of currency. In the
Coca-Cola Project, Meireles placed messages, including “Yankee Go Home,”
in white transfer decals on the body of the familiar bottle, itself an emblem
second to none for the cultural and economic
presence of the United States abroad. When the

number of his conceptually oriented
contemporaries, fellow Brazilian
artists working in a hybrid of sculp-
ture, installation and process,
among them Antonio Dias, José
Resende, Waltercio Caldas and
Tunga [see A.i.A., June '98].

Meireles also produced an edition of
“counterfeit” bank notes and coins,
Zero Cruzeiro/Zervo Centavo (1974-
78), Zero Dollar (1979-84) and Zero
Cent (1984). Although bordering on
caricature, the notes have the look of
official currency. The worthless dollar
is clearly marked “zero" with the
artist's signature as secretary of the
treasury and an “Uncle Sam wants
you" cartouche in place of George
Washington. The counterfeit cruzeiro
substitutes a photo-derived image of a
Brazilian Indian on one side, and on
the reverse an image understood to
represent a psychiatric patient, symbol-
ic of the marginalized and oppressed.

Cédula Project (detail), from
the series “Insertions into
Ideological Circuits,” 1970,
banknotes. New
Museum of Contemporary Arf.

Adding Energy to the Circuit
At the New Museum, Meireles opened the show with his 1992 installation
Fontes (Fountains/sources), which served to introduce audiences to the
complex nature of his work. Now in the collection of the artist and Ghent's
Stedelijk Museum, and originally conceived for Documenta [X, Fontes is a
double spiral forest of 6,000 folding carpenter’s measuring sticks suspend-
ed within a 6-by-6-meter freestanding enclosure. The jointed wooden rules
are metrically misnumbered in black on dark yellow, On the extended
sticks, 30 may be followed by () and then by 60, which adds to the calculat-
ed disturbance as the sticks clatter and sway to the viewer's passage.
Meireles has related this penetrable field (“a formal metaphor for the uni-
verse") to his experience in viewing van Gogh's Wheat Field under
Threatening Skies with Crows (1890).1
On the interior walls of the installation cubicle, arranged in diagonals
from floor to ceiling, 1,000 clocks ticked away through eccentric quarter
hours, the numbers on their faces erratically and sparsely positioned in
random order. All these elements referenced the arbitrariness of measure-
ments of time or space, as in the standard stoppages of Duchamp, while
engulfing the viewer in the artist's perception of how the world is made—
of many things—and how it is understood through the telling of stories.
Meireles scattered 500,000 plastic
numbers on the floor as though they

bottle was empty, the messages could easily
escape notice. When it was filled, the text
became legible. With the Cédula Project,
cruzeiro banknotes and American dollars were
rubber-stamped with messages and returned to
circulation. One of these messages, “Who Killed
Herzog?,” refers to a journalist who had been
detained for two days of questioning by the
Brazilian army, then pronounced a suicide by

Responding to overt political pressure,
including the cancellation of exhibitions,
Meireles, like Oiticica, left Brazil and moved
to New York City, where he lived from 1971
to 1978, In the years to follow, his work
became closely associated with that of a

82 July 2000

Coca-Cola Project (detail), from “Insertions into
Ideological Circuits,” Coca-Cola bottles, soda, transferred
text, 7 inches high. New Museum of Contemporary Art.

had fallen from the clock faces. Many
of them were tracked randomly
through gallery after gallery of the
museum, up the stairs, even out the
door and onto the street, scattered
like rice after a wedding, ants from &
broken hill or visitors from an exhibi-
tion.

It is difficult to recall this or any
other Meireles exhibition without the
sensation of having somehow partici-
pated in the process of its making
and unmaking. The artist conseripts
his audience into the circulation of
his work. In this way, bits of informa-
tion or energy are added to a cireuit,
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This page, installation detail
aof Fontes (Fountains sources),
1982, 6,000 carpenter’s rulers,
1,000 yellow clocks, black
numeral labels, approx. 19% by
875 by 97 feet; at Documenta IX,
K rmany. Photo Dirk

ourtesy Graleria Luisa
Strira, Sdao Paulo. Inset, installation
entrypeay at the New Museum.
Photo I). James Dee.
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This page, Volitil (Volatile), 1980/94, wood, ash,
candle, nalural gas, 9% by 13% by 49 feel; at
Galerie Lelong. Photo Wit MeKay.
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One part of “Red Shift” is a porcelain
sink mounted at a disturbing tilt.
Its continuous red pour suggests that
the spilling of blood is unending.

which is exactly what Meireles, who is not averse to the uses and plea-
sures of humor, had in mind in the first place: going beyond the
stasis of the readymade.

For Meireles, the process of accumulating tangible materials, and their
alteration, numbering and use, are critically important. He demonstrates
meosm‘uns of observable fact and makes them meaningful. The works are
an iteration, a repeated expression of intention (he means what he is
doing) and emphasis (he means it this much), rather than an accounting
of measure or size. The materi-
als are evocative of an idea or
condition, They add up. Single
things ordinary in their original
context, like chalk, tale, rulers,
bones or coins, are improbably
accumulated in the hundreds
and thousands. Taken together,
they quantify and broaden the
implications of a specific
thought. There is little actual
emphasis on the act of count-
ing. The somewhat broadly
conceived measurements of his
works suffer in translation from
the original metric. For this rea-
son, that system has been
retained throughout this article.

One of Meireles's most cele-
brated works, the 1967-84
“Desvio para o Vermelho” (Red
Shift), is a powerful reflection
on the unknown numbers of
those who die in political
protest. As the story goes,
Meireles as a boy accompanied
his father to the place where a
journalist had been assassinat-
ed. With his blood, friends had
inscribed “Here died a journal-
ist defending the freedom of
expression,” a slogan restored
in paint when the blood was
obliterated. In Meireles fashion,
this work is big, and, like most
complex installations, it is
greater than the sum of its many
parts, It is conceived as a ram-
bling sequence of three rooms.

The first, Impregnagdo
(Impregnation), 1967, is a
white-walled room carpeted in
red and crammed with red
things: bird cage, shelves, sofa,
desk, chairs, paintings. Also
fans, telephones, a tourist's
voodoo doll, bound books on

Above, exterior view of Cinza
(Ash/Gray), 1984-86, canvas,
acrylic, chalk, charcoal, metal
supports, dimensions variable.
Below, details of chalk on interior
walls and floor; at the New Museum.
Photos D. James Dee.

Desvio (Shift), detail from the third room of “Desvio para o Vermelho (Red
Shift)," 1967/84, darkened room, tilted porcelain sink, continuously flowing
red liquid, approx. 10 by 327 by 16% feet overall. Photo courtesy Galeria
Luisa Strina.

the subjects of health, politics and social order, a folding mirrored screen,
garments on a clothes rack. There is a red refrigerator and inside it, red
apples, tomatoes and peppers. There are fading red chrysanthemums in a
vase, a red fish swimming in a bowl, a video monitor with a continuous
loop of these many red things and more. In the background is the sound of
running water.

The end wall of the room gradually shades to black as the visitor enters
the second stage of the installation, Entorno (Spil/Environment).
Conceived in 1980, it consists of a small bottle resting on the floor picked
out by a spotlight, its red contents seeming to spill out as a long, undulat-
ing path of red vinyl extending into an impenetrable darkness beyond
another spotlight. The sound of running water returns as the visitor dis-
covers a third space around a corner. Desvio (Shift), also conceived in
1980, consists only of a relatively small found porcelain utility sink,
mounted at a disturbing tilt, with a red liquid pouring in an endless stream
from the faucet to the drain below, objectifying the sound of running water
that permeates the work and suggesting that the spilling of blood is
unending, The title “Red Shift” derives from the scientific phenomenon of
the same name, the tendency of light waves to shift toward the color with
the longest wavelength, which is red.

In the Realm of the Senses
Meireles is interested in multisensory means. In “Red Shift" sound con-
tributes to the visual effect, and the New Museum survey also included
installations that involved touch, smell and taste. Entrevendo (Glimpsing),
1970-94, and Volatil (Volatile), 1980-94, were first conceived a number of
years before they were constructed in 1994 for an exhibition at Capp Street
Project in San Francisco, where they occupied spaces large enough to allow
for a play of mass and volume. In both these works, Meireles coaxes the
viewer away from dependence on the purely visual. The slatted-wood wind
tunnel of Entrevendo tapers at the far end, which houses an enormous fan.
Placing sweetened and salted spiral-shaped ice cubes on the tongue, the vis-
itor walks into the tunnel and toward the fan as the ice dissolves. Meireles
intends that the visitor associate the tactile experience of the spiraling cur-
rents of warm air with the taste of the melting ice.

In Voldtil the viewer enters an antechamber, removes shoes and socks,
dons a particle filter mask and proceeds to a darkened room. The floor is
covered with ash that rises to the calves. The barefoot sensation is a

Art in America 85

(TR

B R S S N R e v

T T s st o i e |

¥
5
2
4
|
|

T =




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection:

Series.Folder:

The Museum of Modern Art Archives, NY

PI/COMMS

or . /79

Meireles is interested in multisensory
means. He often coaxes viewers away
from dependence on the purely visual
with tastes, smells, feels and sounds.

Eieasant one. The visitor rounds a corner. A single candle burns in the fog-
Pkg atmosphere, while an odor of gas introduced by the artist subtly
insinuates the risk implied by the work's title. (Meireles associates the
piece with an earlier installation of more than 100,000 matchboxes
stacked on a floor of black sandpaper; it created the ominous impression
that the entire work could be ignited by the scraping of the visitor's feet.’)
Ciinza (Ash/Gray), 1984-86, consists of two enclosures made of grommet-
ed canvas lashed onto fitted pipes, one suspended over a floor made of
densely packed, upright pieces of chalk, the other over a floor of rough-hewn
charcoal. The canvas walls and ceiling of the chalk chamber have been coat-
ed with black acrylic paint and then systematically marked with white chalk
strokes; in the center of each panel is a black shape like an upright stick of
chalk. The charcoal-floored room is the reverse: random charcoal marks
over white paint, centering on a white shape like a piece of charcoal. Not
incidentally, Meireles has employed tools fundamental to the art of drawing.
The regular patterning
of the standing sticks of
chalk forms a relatively
firm, if fragile, mosaic
floor. The shifting, irregu-
lar chunks of charcoal
are somewhat more pre-
carious underfoot. Both
materials crunch as they
are walked on, and slowly
break down. As the visi-
tor moves between the
rooms, one substance or
the other is tracked along,
with the notion that at
some point an ashy blend-
ing will occur. Although
Meireles has associated
the chalk chamber with
the classroom, and the
charcoal with the street,
the work may hazard a
critical reference to the
view of miscegenation
as a source of strength
fostered by the social his-
torian Gilberto Freyre.”

Do Not Enter

The New Museum show
also included sculptures
that can be entered only
in the viewer's imagina-
tion. A work representing
Meireles's interest in
metaphor, density and
the ambiguous nature of
materials, Fio (Thread),
1990/1995, is a modest
stack of baled hay mak-
ing a 2-meter cube. Tied

Installation view of Ku Kka Ka Kka, 1992/99,
aluminum, steel, glass, artificial and real
excrement, flowers, porcelain and terra-
cotta pots, fwo structures: each 10 feet
cubed; at Galerie Lelong. Photo Wit McKay.

Cameld (Street Vendor), 1995, rubber mari-
anelte, motor, plastic shirt stays; box: 11%
by 15 by 3 inches.

86 July 2000

Above, exterior view of Ent do (Glimpsing), 1970/9%, d

tube, fan, heating unit and ice, 27 feet long; at the New Museum.
Photo D. James Dee. Opposite, viewer inside Entrevendo (Glimpsing).
Photo Ben Blackwell.

with cord and laced with a gold needle and 100
meters or so of gold thread, the work chal-
lenges the viewer to find the proverbial needle
in the haystack. Meireles also invokes the nee-
dle that mends things torn—the heart
included—and recalls the dross of hay that
the miller's daughter must spin into gold in the
tale of Rumpelstilskin. He calculates the quali-
ty, physical weight and density of the gold
itself: in fact, the needle is 18-carat, and the
total weight of gold, including the thread,
amounts to 335 grams, He considers this piece
related to his ongoing series of works exploring
the relationship of volume and density, shown
together under the title Bureka/Blindhotland
(1970-75), otherwise not specifically represent-
ed in this exhibition.”
Another work shown was Para ser Curvada
Com os Olhos (To be Curved by the Eyes), first
realized in 1970 and later produced in a small
edition, an object that Meireles includes in all
his shows. It has the look of a portable reli-
quary for art in time of war, and consists of a
hinged wooden box with an enameled plaque
inside the lid identifying the contents as two
iron bars that are equal and curved, although one is straight. The artist
elicits the participation of viewers, commanding them to curve the second
bar by the force of sheer will, through the aceumulative force of their
attention. It is what he expects from his audience, in exchange for a dare.

Stories from Life
In a contemporaneous exhibition at Galerie Lelong, Meireles installed a
work inspired by the childhood memory of a joke having to do with
human gullibility and the frailty of expectations. The story, true or not,
is that Meireles’s father was traveling in the interior of Brazil when he
encountered a shack with a long line of people at the door. A sign on
the wall read, “Discover the truth! Price | cruzeiro.” The visitor
received a jar with a lid of silk paper, and was invited to make a hole in
the lid with a finger. The jar was full of shit.

Ku Kka Ka Kka was commissioned and previously shown by the
Kiasma Museum of Contemporary Art, Helsinki, in 1999. The installation
consisted of two sleek glass-walled chambers, much like greenhouses, 3
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ass door afford-

h. The rooms were split on

agonal, with half the floor space

by tiers of steel shelves that rose

» a pyramid infto a corner, on which

cotta pots alter with typical

Brazilian chamber pots (white with green

rims). In one enclosure, the pots contained

real cut roses and plastic imitation excre-

ment, respectively. The fragrance of roses
dominated that room. In the oppos

chamber the roses were artificial and the

odor of real excrement suffused the space. Mei
of opposing experiences to be reconciled by the
The Lelong exhibition also included a small stage

DUAS BARRAS DE FERRD
IGUAIS E CURVAS

& mrn Minrs

Curvada Com os Olhos (To Be Curved by the
1970, wooden box, 2 iron bars, graph paper,
enamel plaque, 20 by 19% by 2 inches, Museu de Arte

Moderna, Rio de Janeiro,

PI/COMMS

drawn from childhood memories of ped-
dlers who sell simple notions and games
to passersby. Some merchants offer sus-
pended paper marionettes that in skilled
hands can be made to dance and gyrate
from the end of a string. Meireles's mari-
onette imped from thin rubber and
was suspended from a rotating rod at the
ceiling. It danced with the aid of an elec-
tric motor. Next to the figure, tiny
campaign tables displayed rows of wares:
1,000 white collar stays and 1,000 straight

; again set up a place  pins with the artist's initials inscribed on the head of each.
For two evenings in December, Camelé was performed, with stage

Meireles's recent edition Cameld (Street Vendor), 1998, a work, again,

rrangement of  drapes and a spotlight, in the window of the New Museum before the

continued on page 118

Art in America 87

y
-3
.
u




S
S
Q
¢
Q.
2
-4
3
S
<
x
<
2
5
=
2
o
s
3
3

arC . 179

PI/COMMS

¢
(7]
=
=]
=
wi
2
e
7}
(%]
=
2
g
o
2
©
o

The Museum of Modern Art Archives, NY

.ﬂ_.w\ u..w. \..._ A
el -
%, o u.? ?: 4 Loraal W ma s
> _— l.{!l.. J-r.w,..w .....W..MW.,.IP.:‘!J
LR ;u% - Jl.a- ﬂ r*ﬂﬁ_gri'JMlﬁ“&iw.ﬂﬁrw — ..”“ll-ln&.\/ E,

-..,_p 3 — N IFY
e oY uﬂ.m_q,u AT 3 N..Jm b &.h;w “.MMHWW- t..

.--%%Ei!iim.n 58

-~ ’E
- = vd LA
£ %EE!E!EE 101

T Ei




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection:

Series.Folder:

PI/COMMS

ar . /179

Mark Francis: Thallophyte, 1999, oil on
canvas, 84 by 108 inches; at MK G.

to the show's impact. The
materiality of the paint and
the sticky pull and release of
the printing process showed
a rough and ready formalism
at work. By limiting each
wall, floor and ceiling plane
to a single repeated pattern,
Woods was able to give
order to the vivid material
and graphic qualities of the
installation and still allow
himself (and viewers) a
sense of play. With all the
surfaces looking at once
actual and unreal, stepping

space, which doubles as the
gallery office, Woods left the
ceiling and walls as they were,
papering only the floor with a
floral print. Alone on one wall
was a 4-by-5-foot “painting"—
an empty picture frame that
Woods had stamped all over
with the same wood-grain pat-
tern that pervaded the show.
This piece effectively con-
densed the experience of the
main space above.

Instead of ink, Woods made
all the prints with two fat layers
of near-primary-colored gloss
enamel paint, an idiosyncratic
printing process that contributed

into the gallery was like
walking into a cartoon.
—James Hyde

MILTON KEYNES,
uIK.

Mark Francis at MK G

Painter Mark Francis is an
alumnus of the “Sensation”
show, but a quiet one, no scan-
dal-seeker. His exhibition at
MK G (Milton Keynes Gallery),
a new public art space just
outside London, raised such
questions as: does his use of
saturated hues make his art
decorative, and are the images

representations of microscopic
entities or are they abstract?
The show consisted of three
rooms, each containing distinet
work, The first displayed nine
oils painted between 1994 and
1999, most measuring 84 by 72
inches. Another contained four
new, large canvases (either
120 by 96 inches or 108 by 84
inches). Between these a third
room housed an installation of
Francis's extensive collection of
antiquarian prints and models,
which are largely medical
(skin diseases and viruses) or
mycological (mushrooms and
other fungi). This display
reflected Francis's home, which
is chock-full of these objects
side by side, floor to ceiling. By
showing this collection, Francis
bravely revealed his visual influ-
ences and clarified how
thoroughly he has abstracted,
absorbed and personalized the
references used in his art.
Francis's paintings consist of
glossy, opulent, monochromatic
color fields on which small,
dark nodules are bunched or
strung out along rhythmically
wavering black ribbons. The
matte dots have often been
blurred by dragging the wet
paint into the background with

a blending brush, suggesting
motion through a similarity to
cartoon “speed lines.” These
dot-strings can evoke an aba-
cus or, yes, even viruses.
Earlier works also featured
ovumlike forms or bent strands
resembling chromosomes.

In the newest paintings, the
nodule-cords dominate, enriched
by two dissimilar, underlying
layers. Thallophyte, a glory of
the show, bears a series of
broad bands of horizontally
scraped golden orange. A web
of reddish-brown, nervelike
tendrils is brushed over them.
Topmost, the artist delineates
a looping version of his dots-
on-lines. Francis's captivating
surface competes marvelously
with a surprising sense of
deep space—a new strength in
his orchestrations of discon-
certing opposition. Seductive
color-formed space vies with
vaguely disturbing forms—
“pure” vs. “impure” abstraction.
The pieces allusively amplify
the unsettled feeling one has
when viewing his source
images. Altraction and aversion
merge in a compelling visual
metaphor with existential
implications.

—~Mark Staff Brand!

Meireles

Meireles’s works convey repeated

continued from page 87

holiday shoppers bustling up and down Broadway. Besides Meireles’s
sympathy for the plight of his subject—peddlers in New York or the
men and women who have recently risen in protest of their abuse on the
streets of Brazil—the work has another, more immediate implication:
the cameld is Meireles himself, with his many wares and their stagger-
ing inventory of parts, dancing to his own tune, as he brings his stories
from the gallery to the street, where they came from.

1. As a condition of the Portuguese-Spanish Treaty of Tordesillas, signed in 1494, the
western, Andean sector of South America, with its valuable resources and rich indige-
nous population, was awarded to Spain. Portugal received the coastal territory 50
degrees west longitude, 470 leagues west of the Cape Verde Islands. Meireles's account
of the division of Latin America, and other stories cited in this article, are related by the
artist and various critics in Cildo Meireles, London, Phaidon Press Ltd, 1099, pp. 39-42
and 106, and Cildo Meireles, Valencia, IVAM Centre del Carme, 1995, pp. 175-76. These
books are among the principal sources for detailed accounts of Meireles's production
and its historical context,

2. For a more comprehensive overview, see Aracy Amaral's account in “Abstract
Constructivist Trends in Argentina, Brazil, Venezuela, and Colombia,” published in Latin
American Artists of the Twentieth Century, by Waldo Rasmussen et al., New York,
Harry Abrams, Inc. and the Museum of Modern Art, 1983, p. 92 fT. In the same volume,
Mari Carmen Ramirez addresses related issues in “Blueprint Circuits: Conceptual Art
and Politics in Latin America,” p. 166 ff, and Guy Brett addresses some of the work in
“Lygia Clark and Hélio Oiticica,” p. 100 ff. See also Guy Brett's articles in Arl in
Ameriea on Oiticica (Nov. '89) and Clark (July '04)

3 Clark's articulated metal sculptures of 1960-63, called bickos (animals), are intended
to be held and manipulated by the viewer. Their polished shapes recall the geometrie
forms of Concrefism.

4. Meireles's regard for Fontes us a metaphor for the universe seems a hyperbolic char-
acterization of the work’s material and numerical complexity. However, the plans for its
installation also reveal the order of the double spiral, a reference to the Milky Way. The
calls its “ct i

expressions of intent (he means what he
is doing) and emphasis (he means it this
much}—not accountings of number or size.

he often cites specific experiences or recounts anecdotes that seem crucial to under-
standing the background of a given work, he sometimes alters these stories in the service
of metaphor, See Phaidon’s Cildo Meireles, pp. 118-27.

5. Sermao da Montanha: Fiat Luwr (The Sermon on the Mount: Let There Be Light),
1973/79, consisting of 126,000 Fiat Lux brand matchboxes, included the text of the
Beatitudes and a handful of actors impersonating armed plainclothes security men who
guarded the installation for 24 hours,

6. Freyre, in The Masters and the Slaves. A Study in the Development of Brazilian
Cevilization, Berkeley, University of California Press, 1986, sxoodii T, puts forth the idea
that s ry had been a relatively mild practice in Brazil and that there was historically
little racial prejudice among the Portuguese. He argued that centuries of miscegenation
and the cultural mixing that accompanied it should not be regarded as a national shame
but a source of Brazil's strength, and that this synthesis contributed to the ability of the
Portuguese to establish a civilization in the tropies.

7. The two parts of Bureka/Blindhotfand, consisting of weighing scales, a wood cross
resting on its axis like the symbol for multiplication, and 200 black rubber balls of similar
size but varying density, were first exhibited at the Museum of Modern Art in Rio de
Janeiro in 1976, The work was included in P.8. 1's “Brazil Projects” exhibition of 1988.
See Phaidon's Cildo Meireles, pp. 118-27,

“Cildo Meireles” appeared at the New Museum of Contemporary Art, New
York [Nov. 18, 1999-Mar. 5, 2000/, It was organized by the museum's sendor cura-
tor, Dan Cameron, and adjunct curator Gerardo Mosquera. The show opens this
month at the Musew Moderna Avte de Sio Paulo [July 13-Aug. 20} and will travel to
the Musen de Arte Moderna do Rio de Janeiro [Oct. 5-Dec. 2] 1t is accompanied by a

mudtiguthor catalogue published by Phaidon.

Author: Edward Leffingwall, a freelance critic based in New York, is Art in America’s

van Gogh allusion has to do with what Meirele

118 July 2000

phere.” While

corresponding editor for Brazil
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Museum as Muse

The Museum of Modem Art

is currently showing “Museum
as Muse,” an exhibition organi-
zed by Kynasion McShine that
examines artists’ responses to
museum practices. Included are
Marcel Duchamp’s mustachioed
Mona Lisa, Joseph Cornell’s
boxed collections, Mark Dion’s
cabinets of curiosities, and anar-
cissistic period room by Barbara
Bloom. Perhaps inevitably, the
exhibition absorbs the politics of
institutional critique: the volatile
punches of Hans Haacke, Fred
Wilson, and Andrea Fraser seem
oddly muted in MoMA's white
walled galleries.

To keep your eyes on the ed-
ge venture 10 MoMA’s booksto-
re. Among the postcards repro-

ED RUSCHA, The Los Angeles County Museum on Fire, 1965-8. Oil on

vg_ﬁSS.‘)xﬂ_‘). lem.

ducing highlights of the mu-
seum’'s permanent collection,
you'll find stacks featuring art by
Ryan McGinness, a young con-
ceptual artist who had the bright
idea of reproducing his art on a
postcard designed to mimic
MoMA's own that he serrupti-
tiously stocks between the
Matisses and Nolands. To com-
plete the artwork, a collector
need only purchase a card and

send to McGinness along with

the receipt and bag. The artist
will sign all three. As McGinness
explains in his instructions to
collectors, “I'd like to make the-
se cards the MoMA bookstore's
hottest selling posteards of repro-
ductions of pieces that are not
actually in their collection.” To
possess a memento of “Museum
as Muse,” pocket 60 cents and
head to A’'s bookstore, but

hurry: the cards keep selling out. {f
(Grady T. Turner)
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b _}{‘en the Museum Is the Mess

examines how artists
! institutions themselves.
l

By LEAH OLLMAN

AN DIEGO—A pithy, biting litle
fact heads curato.

- S fect
he writes, came into being at the same
time as the guillotine.
Both, you might say, represent advance-
ments over previous methods of getting a
job done. But is that as far as the coinci-

Hishhom Museum & Septse Garden

It would seem natural, after charting

bling, al
from his office at the Museum of Modern

Ed Ruscha's
Art_in New York and refuses to explicate “The Los
further. No, he finally concedes, there’s Angeles
nothing lethal abour museums. They're County
not places where art goes to die. g!useum“ on

“If they were, [ wouldn't be here,” says
the 40-year museum veteran. *'T wouldn't
be an undertaker. There are other things |
would do with my life.”

Museum walls have, in fact, circum-
scribed the entirety of McShine's working
life. Fresh out of gradual@Schoor, fe began

~ coordinating circulating exhibitions at
MOMA, then took a curatorial position at
The Jewlsh Museum. After serving as acting
director there from 1965 i:;u 19tlt':3.dh;aﬁ-
turned to MOMA, settling into the depart-
ment of painting and sculpture, where he's
been senior curator since 1980.

(1965-68), Museum as Muse: Artists Reflect,
above, isin  opened recenlly at the Museum |
“The Museum 'emporary Art, San Diego, takes a b
as Muse: look at the ways artists have used mu
Artists ums—their stature, physical
Reflect”in  tory and o i
San Diego.  matter for their art
Thomas Kaleidoscopic rather than telescopic, the
Struth’s show is rich in complementary, sometimes
“Musee Du  even conflicting points of view. Giinther
Louvre IV,  Forg's photographs render the Pinakothek
Paris"” (1989), Miinchen a cathedral suffused with divine
left, looks at  light, while Vic Muniz takes a nothing's-sa-
museum- cred approach, gently mocking the navel-
goers. gazing practices of art professionals. With
wry, inside humor, he photographs small

M. Hessel Callection

MOMIERE I Akl appiuopiide dise
tance to be maintained between

h.l.lu.l.rlnus.l; framed window onto human

behavior. Thomas Struth records in mag-
nificent scale and color how viewers chor-
eograph themselves in front of posicard-
familiar paintings in the great museums-
cum-tourist-sites, Sopnie Ca“; phm(;;
graphs the spaces left empty by wor
stolen from the Isabella Slgvan Gardner
Museum in Boston, pairing the voids with
verbal descriptions of the works by em-
ployees of the museum—an exercise in

that attests to the primacy
and potency of the actual art object.

artists and museums, artists, at
least, have regularly tested it
When Chris Burden tore through
the Geffen Contemporary’s floor
for an installation in 1986, he set a
precedent for physical violation of
the museum space that no longer
feels extreme. Hans Haacke's work
questioning the ethics of museum
trustees and the motivations of ex-
hibition sponsors—iwo examples
of which are in the show—might
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1 %ﬂ, as he puts it,
“pulled the living and the dead together,”
stretching back to the early 19th century to
fllustrate how artists have long

museums as not just repositories, but also
" concrete manifestations of societal values,

olding his own collection of art and arti-
facts. That exhibition gallery evolved into
the first American museum.

For the San Diego venue, the show has
been trimmed of its historical precedents.

works like Mark Dion's 1998 “The Great
Chain of Being,”" a massive tableau mim-
icking the taxonomic practices of natural
history museums. s

Along the way, Henri Cartier-Bresson,
Marcel Duchamp, Larry Fink, Komar and
Melamid, Louise Lawler, Sherrie Levine,
Ed Ruscha, Hiroshi Sugimoto and others
weigh in with their interpretations of the
‘museum a$ metaphor, morgue, ruin and
luxuriously framed window onto human
behavior, Thomas Struth records in mag-
nificent scale and color how viewers chor-
eograph themselves in front of postcard-
familiar paintings in the great museums-
cum-tourist-sites. slzgnia Calle photo-
graphs the spaces empty by works
‘stolen from the Isabella Stewart Gardner

. in Boston, pairing the voids with

kind of mvnnﬁu. to use a mu-

seum as raw material for work that
will be displayed within It, is a
more recent phenomenon, one
that signals the contemporary mu-
seum’s role as both archive—a
place for collection and preserva-
tion—and laboratory.

“I think there's a place for both,”
McShine says, “and a place where
both should happen at the same
time. Our basic nature, as people in-
volved in art and culture, is to have
both things—we want experimenta-
tion and we want the library.”

In the show, that sense of ex-
perimentation and play often takes
as its obiect the museum’s own
authority—how it's established,
challenged, used and abused.
While respect for the institution is
assumed in the very concept of the
show, irreverence courses through
it like a riptide, and a love-hate,
push-pull dynamic plays itself out
visibly in much of the work. "Art-
ists,” shine writes in the cata-
log, "are often, ultimately, wres-
tling with the issue of their
dependence on the museum to en-
dorse their place In art history,"

If there is an appropriate dis-
tance to be maintained between
artists and museums, artists, at
least, have regularly tested it.
When Chris Burden tore through
the Geffen Contemporary's floor
for an installation in 1986, he set a
precedent for physical violation of
the museum space that no longer
feels extreme. Hans Haacke's work
questioning the ethics of museum
trustees and the motivations of ex-
hibition sponsors—iwo examples
of which #re in the show—might
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NaTroNnarn News

BRIEFS

B The Museum of Modemn Art

in New York has named Kyn-
aston McShine, a senior cura-
tor at the museum, as its
acting chief curator of paint-

ing and sculpture, the position

left vacant in December by
the resignation of Kirk Varne-
doe. The museum is conduct-

ing a search for a permanent
replacement.
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THE ART NEWSPAPER, No. 135, APRIL 2003

MoMA curatorial swaps

NEw YORK. John Elderfield, 59, chief curator at large of the
Museum of Modern Art, has been appointed chief curator of the
department of painting and sculpture, the museum'’s most senior
position. Kynaston McShine, acting chief curator of painting and
sculpture, has been appointed chief curator at large.
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ARTHUR C. DANTO

n the 1960s, the New York Jewish Museum became the unlikely leading venue
for contemporary avant-garde art in America. [t was there, in the former Warburg
mansion on upper Fifth Avenue, that enthusiasts for innovative art were able
l to study, in some depth, the second generation of the New York School,

as well as those artists who had already
gone well beyond it—Jasper Johns, Robert
Rauschenberg, George Segal, Philip Gus-
ton, Ad Reinhardt and others. In 1963 Alan
Solomon put together the exhibition *“To-
ward a New Abstraction,” with work by,
among others, Ellsworth Kelly and Leon
Polk Smith, marked by the hard-edged clar-
ity of its forms and colors, and the use of
canvases shaped in nontraditional ways.
The following year the museum gave most
New Yorkers their first understanding of
Minimalist painting and sculpture when
Kynaston McShine organized the epochal
exhibition “Primary Structures.” It would
have been difficult to tell from what was
on view in the other museums in the city
that New York was the most exciting center
of artistic innovation in the world, and there
can be little question that the extraordi-
nary popularity and prestige of the Jew-
ish Museum’s shows put pressure on its
peers to rethink their responsibilities to
contemporary art.

At the same time, however, the success
of those shows created considerable ten-
sions between the museum and its parent in-
stitution, the Jewish Theological Seminary,
not to mention the more conservative ele-
ments in New York’s Jewish community.
The museum was originally intended to
house and study ritual and ceremonial ob-
jects the seminary had acquired. It had never
been intended as a hot spot for non-Jewish
artists to display their work for a cosmo-
politan audience. My own view was that
nothing could be more Jewish than support-
ing advanced art, and that a European tradi-
tion of Jewish patronage. disrupted by
fascism, had been taken up by American
collectors like Vera List, who had become
powers on the museum’s board of direc-
tors. In the end, conservatism triumphed,

d the Jewish Museum disappeared from
“What's Going on in New York” pages
agazines, Unless you had a passion for
artifacts and their historical signifi-

cance, there was no reason to set foot in
what for a decade had been the improbable
site of radical artistic exploration.

In recent years the Jewish Museum has
been pursuing a program that again appeals
to a wider and more urbane audience, while
remaining faithful to the mission of pro-
moting an awareness of Jewish culture. Tt
has mounted shows of Jewish artists whose
work is of compelling interest to anyone
concerned with art, whether or not they take
a further interest in the ethnic or religious
identity of those who made it. As one part
of this agenda, if has paid particular atten-
tion to Jewish artists drawn to Paris in the
first decades of the twentieth century, when
it was the beacon for those with advanced
artistic ambitions—Marc Chagall, Jacques
Lipchitz, Sonia Delaunay, Chaim Soutine
and now Amedeo Modigliani, figures that
any museum anywhere would take pride in
presenting. As a Jewish venue, however,
the museum feels bound by responsibili-
ties other museums need not share. It can-
not rest satisfied with letting the work stand
on its artistic merits alone. It must make an
effort to explain in what special ways the
Jewishness of the artists contributes to the
significance of the art. It is thus under the
kind of obligation that museums with dedi-
cated constituencies generally feel bound
by—to explain, for example, how a pecu-
liarly feminine sensibility inflects the art
in a museum devoted to work made by
women, or how the blackness of the artists
in museums restricted to black artists con-
tributes to the interest and importance of
their art.

here are many sound reasons—political,
moral, educational and psychological—
for the existence of what we might call
identity art museums: museums whose
visitors are, in a sense, split between
those whose identity is an important reason
for going to see an exhibit, and those who
go primarily for the art irrespective of the
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artists’ race, ity or gender. As arule
the uﬂsts don’t need such museums. It is,
rather, the other way around. There is cur-
rently on view at New York’s Metropolitan
Museum a superb painting of chess players
by Sofonisba Anguissola, i in a show of art-
ists from Lombardy. la was one of
the wonders of her age: Vasari visited Cre-
mona to see her work, and Michelangelo
held her in highest esteem. The Chess Play-
ers, almost certainly her master-
piece, is difficult for most of us to
see, since it is located in Poznan,
Poland. I went down to Washington
especially to write about the won-
derful show of her work a few years
ago, which, for reasons of museum
politics, was shown in the National
Museum of Women in the Arts. But
it would have been no less at home
in the National Gallery or, for that
matter, the Metropolitan Museum.
The Jewish Museum had an incen-
tive to put together the superb and
very moving show of Modigliani—
a Sephardic Jew born in Livorno in
1884—now on view in its second-
floor galleries (until September 19,
after which it travels to the Art
Gallery of Ontario and the Phillips
Collection in Washington). But be-
cause of Modigliani’s stature, and
his nearly unparalleled popularity,
lines at least as long as those at the
Jewish Museum would form wher-
ever such a show were held today.

As a Sephardic Jew myself, I
might, if I were given to such alle-
giances, take satisfaction that one of our
own had achieved such eminence as an
artist. But [ find it extremely difficult to see
how Modigliani’s Sephardic identity has
any bearing on his art. As a person and an
artist, Modigliani personified the values
and aesthetics of the School of Paris in the
years before World War 1. He immediately
grasped that a new era had opened in art,
and that to achieve the artistic greatness to
which he aspired, he had to find his way as
a Modernist. He very quickly began appro-
priating non-European stylistic devices that
had become marks of Modernism—from
Africa, Oceania and elsewhere. He saw Pi-
casso’s Demoiselles d ' Avignon in the artist’s
studio in 1907, and soon began carving
heads with elongated faces, long thin noses,
slitty eyes and tiny mouths. Modigliani’s
style had certain affinitics to German Ex-
pressionist art, not as a matter of direct in-
fluence but of an interest in non-European
forms shared by advanced artists through-
out Europe. The impact on Modigliani of
the aesthetic strategies of [‘art negre de-

fined his entire generation. He would al-
most certainly never have become the Mod-
ernist he was had he remained in Italy. So it
is difficult to swallow the argument of the
show’s curator that “far from being rooted
in aesthetics and the history of art, his art
and portraiture originate elsewhere”—
namely in the political and religious reality
of a Jew in Modigliani’s Italy, and especial-
Iy **his Sephardic understanding of the in-

Jeanne Hébuterne (1919)
delibility of his Jewishness, regardless of
acculturation.”

How does that “understanding™ show up
in his art? “Mirroring his own experience
of racial anonymity, Modigliani’s abstract-
ing pictorial terms confer on his sitters an
enigmatic quality.” At best, this would ex-
plain the “enigmatic quality” of Modigli-
ani’s sitters. In fact, the portraits are so
transparent that if one of them had an enig-
matic quality, it would be because he or she
was an enigmatic person. The curator goes
on: “What are we to make of an artist whose
scrutiny of the individual gradually be-
comes so stylized as to effect a succession
of seemingly indifferent faces echoed in
the impassive expression of his stone carya-
tids?"” My response to this is: What are we
to make of a curator who sees Modighani’s
portraits as “a succession of seemingly in-
different faces™?

The mystery of Modigliani is that each
of his portraits embodies his own unmistak-
able style while at the same time showing a
face with an expression of its own and a per-

sonality one is certain is precisely that of the
sitter before him. The early sculptured heads
admittedly have a kind of hieratic sameness,
but:tmyhmbemthm&mm:sedhmw
give up sculpture in 1915—not merely be-
cause of his exceedingly fragile health, as is
sometimes argued, or because the stone he
needed was difficult to come by during the
war, but because he realized that sculpture
was the wrong medium for an artist whose
true gifts coincided with his pro-
found interest in the individual soul
that each human face reveals. The
paintings that captivate the dm:mgs
wasung outside to see them were all
done in the last five years of his
tragically short life, when portray-
ing those who meant the most to
him—artists, lovers,
have had an urgency that accounts
for their poignant intensity.

hat calls for explanation is that
Modigliani’s signature work is
almost entirely restricted to
portraits—even the spectacu-
larly erotic and profoundly
moving suite of nudes he painted
late in his life are individuated por-
traits of women looked at through
longing eyes. If one did not know
they were models, hired by one of
his patrons so that Modigliani might
paint something salable—his show
of nudes at the Berthe Weill Gallery
in December 1917 was his only one-
person exhibition in a commercial
gallery—one would suppose they
must be of women with whom he had made
love. They are among the most erotic nudes
in history, the heat and sofiness of their bod-
ies made magically visual. Each is an incar-
nation in visual terms of tenderness and de-
sire, and each, at the same time, is an in-
dividual woman, passionately aware. Ma-
tisse’s Blue Nude, even his Pink Nude, is an
exercise in expressive abstraction, We are
conscious of them as paintings, and only
secondarily as women. Only rarely with Pi-
casso, as in some of his portraits of Marie
Therése Walther, does the sexed being of a
woman become palpable. But Modigliani
loses himself in the women he paints, ac-
centing their nipples and pubic hair. Small
wonder the police closed the show down!
It is often observed that Modigliani re-
mained independent of the two powerful
styles that defined the Paris art world before
World War I-—Cubism and Fauvism. That is
because he had no interest in reducing ob-
jects to geometrical elements, with Picasso
and Braque, or in submerging visual reality
to arbitrary colors in the interest of abstract

Thee Mictrogolimam Mhmscsm of A, Galt of My snd Mrs. Nate B Smnguld 1950 Photograph © 1985, Mesrvpalinen Manewum of An
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design, as with Matisse and Dérain. His sub-
ject was the human being, body and soul.
The drive to put that meaning onto canvas
entailed that the only format available to
him as an artist was the intimate portrait.
The freedom with which Cubism and Fau-
vism broke up the human form gave him a
lexicon of notations with which to render
features in a way that borders on caricature.
It made it possible for him to reinvent the
face before him, depicting expressively,
through curves and angles, the way the sub-
ject felt to him. That made him a modern
artist, but free of Modernist dogmas. Char-
acteristically, an oval head is tilted on a long
neck, with the body quickly brushed in. He
did a few landscapes, and no still lifes that I
know of. What interest could he have had in
mere things and places?

Like Tosca, Modigliani lived for art and
for love—Vissi d'arte, vissi d'amore. He
had a knack for living likenesses, but an in-
terest only in people for whom he had a
bond of feeling. This guaranteed a life of
poverty, for he could hardly charge fees
when his subjects were primarily chums
and sweethearts, themselves as poor as he
was. So he lived on handouts, petty loans,
small charities. A man that impractical
was hardly likely to live a prudent life. He
formed terrible habits and became a legen-
dary drunk and pothead. His friends called
him “Modi,” which sounds close enough
to maudit—"cursed”—to summon up the
image of the outcast poet portrayed in
Baudelaire’s Fleurs de Mal, were it not for
the affection with which it must have been
pronounced. As he was blazingly hand-
some, there was always someone happy to
take care of him. Luckily for us, he was too
driven by a belief in his ultimate greatness
to settle for the passive life of a spoiled
beauty.

Modigliani not only underwent a true
academic training in Florence, Venice,
Rome and Livorno but continued to believe
in the virtues of traditional painting. Un-
like his compatriots the Futurists, he was in
no hurry to jettison the past. It was for the
same reason he held himself apart from
the Cubists and the Fauvists. He meant to
be a Modernist, but he wanted at the same
time to achieve work that had the weight,
the clarity, even the beauty of traditional
Italian art. Though indisputably modern,
particularly in their use of African forms,
the great portraits of the last five years of
Modigliani’s life have the transparency ofa
Renaissance portrait. But this is to look at
him too much from an art-historical per-
spective. I would not want someone to take
away the idea that what made him an im-
portant artist was a sort of fusion of Siena
and the Congo.
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hat made Modigliani important alto-
gether transcends the question of influ-
ence, though [ am unsure that [ am able
to explain it. 1 found it extremely mov-
ing to walk past those paintings of slen-
der, luminous beings with their blank eyes
and pursed lips, an experience [ can only
compare to looking at old photographs of
people | don't know but whom somebody
once knew, who had a real existence—a
life—in a certain place and time. There is
that extraordinary patina of their having
been some particular person, Which is not
to say that the images are in any sense
photographic. We see them through the
medium of Modigliani’s consciousness,
which is dense with effects entirely his own.
The image 15 the intersection of two con-
sciousnesses—the artist’s and the sub-
jeet’s—and some of the feelings of both are
transmitted in ways it is impossible to ex-
plain, but that make us feel we are in the
presence not primarily of a painting but of a
person. I think of them as having the power
of icons, in which the subjects—traditional-
ly Jesus or Mary or one of the saints—made
themselves mystically present. It was not
necessary for the icon to resemble its sub-
ject, What mattered was that the subject was
somehow present, and could be engaged
with. | was overwhelmed by the reality of
these presences—of Moise Kisling, or Max
Jacob, or Jean Cocteau. And 1 could not
think of another artist who achieved such an
illusion, unless Vermeer or perhaps Egon
Schiele, although by very different means.
I think Modigliani addresses each of his
viewers in these terms. The most important
thing about him is what also explains his
popularity. What those who line up to see
a show of his work know is really all that
needs to be known, the rest being art history
and gossip. What they know is that they
have fallen in love with a tawny nude, or a
beautiful long-necked woman with eyes like

blue almonds and a mouth that looks as if

it were kissed onto the canvas. They don’t
come because they have studied Modigliani
in art history courses, since he is no longer
part of the great canonical narrative of
Modernism. His absence from the art his-
tory textbooks must have something to do
with the fact that there has not been a show
of his work here for more than fifty years.
But | imagine that reproductions of his
paintings continue to sell very well. Soin
the end I am grateful that Modigliani's
Sephardism gave the Jewish Museum a pre-
text to give us this wonderful show. Don’t let
the crowds keep you away! And if you come
up with a better account of his power, 1'd like
to know about it. I am sure it has to do with
light, love and beauty. But my analytical
powers carry me only so far. =
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