
COLLECTION ENSEMBLE

Welcome to UMMA! 

We’ve recently reinstalled this historic entry space for the first time in more than a de-
cade. Whereas Alumni Memorial Hall previously displayed only European and American 
paintings from the late 19th and early 20th centuries, our new installation, Collection En-
semble, surveys the remarkable breadth of our holdings, showing off works rarely seen, 
and gathering art from distinct time periods, places, and media into thematic groupings. 

The reinstallation of the Apse is the first phase of a much larger transformation of the 
Museum, called Openings, that will unfold in the galleries and in public programs over 
the next two years.

TEACHING GUIDE
Alumni Memorial Hall         April 2nd, 2019 - Ongoing
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Collection Ensemble

 
Displayed along the perimeter of Alumni Memorial Hall is a panorama of art orga-
nized into nine dynamic groupings. At its center is a photograph by Candida Höfer 
displaying the interior of a strikingly empty monumental Baroque church. Höfer 
writes about her work, “What people do in these spaces—and what these spaces 
do to them—is clearer when no one is present, just as an absent guest is often the 
subject of a conversation.”
 
What people do in spaces, and what spaces “do” to people are the loose topics 
of the groupings of art to either side of Höfer’s photograph: How does architecture 
and its aspects—light, scale, ornamentation— influence our experience of these 
spaces? Other sets of objects share a subject—water, or the cosmos—but little 
else: they vary in material, point of view, and purpose. Juxtaposed this way, these 
arrangements remind us that works of art can change in meaning and affect when 
placed next to different things. Near our main doors, the installation becomes more 
casual and domestic: works of art complete our new living room spaces, designed 
to humanize our entryway, and offer a relaxed, social experience with the collec-
tion. The art in these areas will rotate, along with books and photo albums related 
to the Museum.
 
Collection Ensemble recasts the role of the collection as an active, creative, sometimes 
startling source of material and ideas, open for debate and interpretation. It includes 
forty-one artworks that span the globe, ranging from the fifteenth century to the present 
day, and representing the work of a broad diversity of artists, including Christo, Theaster 
Gates, Jenny Holzer, Roni Horn, Dinh Q Lê, Charles Alston, Kara Walker, and others. Taken 
together, these nine distinct gatherings become scenes of a non-sequential play in which 
the artworks take on the characters, Alumni Memorial Hall presents the stage, and you, the 
viewer, decide the meaning.
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ENTRANCING

Candida Höfer’s photograph of an extraordinary vacant cathedral, Basílica do Palácio Nacional de 
Mafra , 2006 , is at the center of this installation; Around it, distinct arrangements reflect on the ideas 
of the cathedral, religion, and community formation; Other sets of objects contemplate form, light, and 
space, and the dynamic effects of monumental structures. Taken together, the Höfer photograph and the 
scenes around it act as a kind of visual “call-and-response” performance. Höfer’s photograph speaks 
a set of visual ideas across the space, and the works around it respond visually, repeating and echoing 
the photograph’s motifs. It’s a playful encounter of responses and interplays; the artworks converse with 
one another, and with us.
Two works of art remain from the installation that preceded Collection Ensemble : Flora, 1850, and Ny-
dia, 1861. These two Neoclassical statues, so beloved at the University of Michigan and in Ann Arbor, 
have long held court in Alumni Memorial Hall. They suggest the building’s historic purpose — it was 
originally installed as a statuary — and highlight Ensemble’s unique installation design. Artworks from 
the nineteenth- and early twentieth-century Neoclassical period were inspired by the art and culture of 
classical antiquity. Artists sought “noble simplicity and calm grandeur,” and yet delivered visual impact 
through dramatic staging; figures were posed theatrically and made more spectacular by the darkness 
behind them. In acknowledging this stylistic period and its strategies, we pose our mini-theaters around 
Flora and Nydia as both homage and markers of the Museum’s history and resilience.

Candida Höfer - b. 1944
Basílica do Palácio Nacional de Mafra 2006
chromogenic color print on paper
100 3/8 in x 80 5/8 in x 2 1/8 in (254.95 cm x 204.79 cm x 5.4 cm)
Museum purchase made possible by the W. Hawkins Ferry Fund

“I photograph in public and semi-public spaces that date from various ep-
ochs. These are spaces available to everyone. They are places where you 
can meet and communicate, where you can share or receive knowledge, 
where you can relax and recover.”
—Candida Höfer

Höfer photographs interiors from all over the world: theaters, museums, 
libraries, and cathedrals. Her primary interest lies not in the location or 
function of the buildings, but in the spaces they enclose. Empty and vast, 
these are completely devoid of human presence, yet filled with quiet 
grandeur.
In this photograph of the cathedral at Mafra National Palace in Portugal, 
Höfer creates an atmosphere of ethereal stillness by desaturating the 

composition—leaving the warm rose-colored marble muted and pale—while infusing the space with pure white 
light. Through this choreography of nuanced color and light, along with a high vanishing point and an emphasis 
on symmetry, Höfer constructs a rigorously ordered composition that has a monumentality similar to that of the 
structure itself.
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Randolph Rogers - 1825 – 1892
Nydia, the Blind Flower Girl of Pompeii 1861
Carrara marble
Gift of Rogers Art Association

Richard James Wyatt
Flora 1850
marble
59 1/2 in x 22 in x 22 in (151.13 cm x 55.88 cm x 55.88 cm)
Gift of Albert M. Todd

By the beginning of the nineteenth century there was an enormous increase in the 
demand for gallery sculpture (works created for public display in their own right 
rather than to decorate architecture or gardens) and Wyatt, like many sculptors 
of his time, moved to Rome—the epicenter of the neoclassical revival—to train 
in the techniques of the classical masters. He soon became a much sought after 
sculptor, and his statues were eagerly collected.

Rogers’s Nydia, the Blind Girl of Pompeii was an immensely popular sculpture of the 
late nineteenth century. It was inspired by a character from Edward Bulwer-Lytton’s 
widely read 1834 novel, The Last Days of Pompeii, which tells the tragic story of Nydia, 
a blind slave girl. Nydia falls passionately in love with her owner, Glaucus, who, unbe-
knownst to her, is in love with another woman. When Mount Vesuvius erupts, Pompeii 
is enveloped in ash, that blocks out the sun and cloaks the city in darkness. Since 
Nydia is blind, she is still able to navigate the streets, and she guides Glaucus and his 
lover to the harbor, where all three find safety aboard a ship. When Nydia realizes that 
Glaucus’s heart belongs to another, she throws herself into the sea. Rogers pictures the 
dramatic moment when Nydia has become separated from her companions. She calls 
out to them, straining forward to listen for a reply; the staff is a reminder of her blind-
ness, and the fallen capital at her feet and wet, clinging drapery suggest the danger of 
her situation. The story must have struck a chord with the public, for the sculpture was 
in such demand that Rogers reportedly received nearly one hundred requests for repli-
cas; he completed 11 full-sized versions and 46 reductions.

Though Rogers was born in upstate New York and resided in Rome, he spent much of his childhood in Ann 
Arbor and considered it to be his hometown. Nydia was commissioned for the University in 1858 by a group 
formed for this purpose. The acquisition was so treasured that a special annex to University Hall was created to 
showcase the sculpture, one of the first in marble in the state.

Wyatt was known as a virtuoso carver and was celebrated for his ability to por-
tray the female form. His statue of Flora is skillfully composed with painstaking 
attention to detail and texture; the highly finished surface creates a soft, warm 
effect for which the artist was renowned. In Roman myth, Flora was the goddess 
of the spring and had authority over flowers, grain, and fruit; here she is seen 
with a basket of flowers—the symbol of her domain—at her feet. Her left hand 

holds the corner of her drapery, which falls away to reveal her naked form. Wyatt had just completed Flora at 
the time of his death. An obituary writer described seeing it in his studio only days before and admiring “the last 
touches which his graceful chisel had given to the finished statue of Flora, on which he had been for some time 
engaged.”
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THE COSMOS + ME

Ernst Haas - 1921 – 1986
Lake Huntington, Kenya, from “The Creation” 1970; printed 1981
dye transfer print on paper
12 7/8 in. x 19 1/2 in. ( 32.7 cm x 49.5 cm )
Gift of The Morris and Beverly Baker Foundation, in memory of Morris D. Baker, a graduate of 
The University of Michigan School of Architecture, 1952

Ernst Haas (March 2, 1921 – September 12, 1986) was an Austri-
an-American photojournalist and color photographer. During his 
40-year career, Haas bridged the gap between photojournalism 
and the use of photography as a medium for expression and 
creativity. In addition to his coverage of events around the globe 
after World War II, Haas was an early innovator in color photog-

raphy. His images were disseminated by magazines like Life and Vogue and, in 1962, were the subject of the first 
single-artist exhibition of color photography at New York’s Museum of Modern Art. 

Haas was inspired and fascinated by the natural world and took photographs of the elements throughout his 
career. Inspired in part by his involvement in John Huston’s 1966 film The Bible, Haas conceived an ambitious, 
multi-year project to visualize the theme of the Earth’s creation, as described in a variety of religious texts, pri-
marily the Old Testament. His book The Creation, first published in 1971, presented 106 color photographs made 
throughout the world, organized into an expressive, poetic sequence. The book was produced in multiple edi-
tions in numerous languages through 1988, selling over 350,000 copies to become one of the best-selling pho-
tography books of all time.

As the title of the theme implies, this vignette of images makes us think about how you, 
as the viewer, relate to the cosmos, the world around you, and also makes you think 
about how others have a different experience around you. Ironically enough, the dictio-
nary definition of the cosmos is “the universe seen as a well-ordered whole” but what 
many of these artists have discovered is that their cosmos is not “well-ordered”. Dinh Q  
Lê’s piece explores how he is involved with multiple worlds, immigrating from Vietnam 
to the United States, yet doesn’t feel at home or welcome in either of them. Jordan Ea-
gles’ TSBC3 looks like an explosion, resulting in the formation of a star, or the mouth and 
eruption of an active volcano. 

Questions to think about:
What do these pieces make you think about in relation to the cosmos? 
Do any of these images imply a “well-ordered” universe, or are they all associated with 
chaos?
How does religion play into the role of this theme?



7

Khaled al-Saa’i - b. 1970
Resurrection (triptych) 2002
natural ink, tempera and gouache on paper
16 5/16 in. x 20 11/16 in. ( 41.4 cm x 52.5 cm )
Museum purchase made possible by the Margaret Watson 
Parker Art Collection Fund

Jordan Eagles - b. 1977
TSBC3 2011
blood, copper preserved on plexiglass, UV resin
35 7/8 in x 35 7/8 in x 4 1/8 in (91.12 cm x 91.12 cm x 
10.48 cm)
Gift of Lillian Montalto and Robert M. Bohlen

For Khaled Al-Saa‘i Arabic calligraphy is a medium for expressing 
feelings, thoughts, and sensations without becoming tied to the 
language. He deals especially with Arabic letters, their shapes, and 
their symbolic, religious, and musical origins. It is this variety of 
meaning, as well as the formal possibilities of the various writing 
styles, that influence the artist’s creative processes. On his numer-
ous trips through Arab countries, Europe, and the United States, 

he has been inspired by cities and countryside, by landscapes and architecture, by the bustle of people in the 
street, and by the change of seasons, always anxious to realize his impressions in calligraphic creations. In each 
case, he chooses a writing style that provides the best sensorial and emotional fit to his impressions. Letters and 
words are not arranged on a straight or horizontal line but rather written densely or detached, superimposed or 
one below the other, interlaced or labyrinthine in the imaginary space of the canvas. Letters interwoven in this 
way follow their own peculiar rhythm. Highly individualistic landscapes emerge as well as pictures that depict 
personal feelings and sensations. Khaled Al-Saa‘i exhausts the possibilities of Arabic script and makes it into 
abstract characters.

Al-Saa‘i made several works while he was working at the University of Michigan teaching an introduction to 
Arabic calligraphy in 2002. This one, titled Resurrection, is made in a triptych, which is evocative of Christian 
iconography and altars used in churches. The panel in the middle showcases the letters standing up, portraying 
resurrection, with the left and right being death and burial, respectively. 

New York-based multimedia artist Jordan Eagles has been painting with ani-
mal blood for fifteen years, refining a process to transform what is essentially 
biological waste into an extraordinary expressive tool. “Sometimes I think of 
myself as an alchemist,” the artist says, as he describes his ambition to bring 
a once-living substance back to life, and to develop a body of work that 
explores essential questions about life and death.
Eagles’ fascination with these questions began as a New York University 
student in the late 1990s. In his early art experiments, he tried—and failed—

to capture the aesthetic of blood using various red paints as facsimiles. His frustration led to a simple revelation: 
paint with blood itself. He first purchased blood from a meat market in New York’s Chinatown and learned the 
hard way that decaying blood is as unpleasant as it is visually intriguing. Today he buys fresh blood from local 
slaughterhouses and freezes it in batches. Blood leftover from a day’s work is deposited in open-air trays, where 
it is allowed to dry slowly into bricks of odorless powder. The powder can be mixed with fresh blood or crumbled 
by hand onto the composition.
In TSBC3, cow’s blood is blended with UV resin and applied in successive layers to a Plexiglas frame. Layers of 
a blood and copper powder mixture are also brushed or dripped onto the surface. The fourth crucial ingredient 
is light, which reveals the contrasting textures and colors of the materials. Eagles calls TSBC3 an “energy” piece. 
The radial forms mimic patterns in nature, evoking for the artist “the birth of a star, the head of a volcano, or the 
pupil of an eye” while remaining fundamentally abstract. 
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Dinh Q. Lê
Interconfined 1994
chromogenic prints and linen tape
59 in x 43 ½ in x 2 in (149.86 cm x 110.49 cm x 5.08 cm)
Museum purchase made possible by the University of Michigan Office of 
Diversity, Equity, and
Inclusion and the Director’s Acquisition Committee, 2018

Clarence John Laughlin
The Enigma 1941; printed 1973
gelatin silver print on paper
13 7/16 in. x 10 5/8 in. ( 34.2 cm x 27 cm )
Museum purchase made possible by the W. 
Hawkins Ferry Fund

Dinh Q. Lê learned how to weave mats from his aunt and uses this process to 
create large-scale works in which warp and weft (the two basic components 
used in weaving to turn thread or yarn into the fabric), narrow and widen, co-
alesce and disperse. 
Fusing these two images together, Lê creates an oscillating, photographic 
hybrid. His images are layered in a repetition of patterning with glossy tapes-
tries made entirely out of type C prints (photographic print made from a color 
negative, transparency, or digital image, and developed using a chromogenic 
process). Linen tape is used to finish the edges, with his meticulous and precise 
craftsmanship. Interconfined portrays Lê’s relationship and struggle between 
Vietnamese and United States culture, history and memory landscape. On the 

right is an image of Christ, taken from Gerard David’s diptych Christ Carrying the Cross, with the Crucifixion, and 
on the left, an image of Buddha with the vitarka, or teaching, hand position. Woven into the two images is a self 
portrait of the artist himself. Lê was born in Hà Tiên, Vietnam,  a town literally on the dividing line between Chris-
tian Vietnam (Above/North) and Buddhist Vietnam (Below/South). He immigrated to the United States in 1978 
with his family. 

Laughlin made his first photograph in December 1930, keeping meticulous re-
cords of every exposure thereafter. During the last half of the decade, he made 
more than two thousand negatives of his beloved New Orleans French Quarter. 
For his first professional job, Laughlin worked as a Civil Service photographer 
with the United States Engineer’s office, where he documented construction 
work. After a brief stint in New York working for the Vogue magazine studios, he 
became Assistant Photographer at the National Archives in Washington, D.C. 
In 1946 Laughlin returned to New Orleans. His architectural studies of antebel-
lum plantation homes, published as Ghosts Along the Mississippi, brought him 
acclaim, and in the 1950s he focused on homes of the late 1800s, believing 
that architecture “...is the one art most completely involved with human lives.” 

Laughlin’s best-known work belongs to the series he titled “Poems of the Interior World,” aligning his passion 
for literature with his lyrical, psychologically charged visual representations. He stopped photographing in 1967 
because of crippling arthritis and began to catalog his carefully documented 17,051-image collection.

Laughling describes The Enigma in his following label: “Windsor Plantation, near Port Gibson, Mississippi, was 
nearly burned during the course of the Civil War, but survived only to be destroyed by a fire of unknown origin in 
the 1890’s. Here, the clouds hang like a question mark over the mystery of the ruins, whose tremendous plas-
tered brick columns are crowned by huge cast-iron capitals. From the cores of the cores of the brick columns 
young trees sprout, the whole structure suggesting an incredible upsurge of Classicial civilazation, somehow 
completey lost in time and space.”
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WATER PROTOCOLS

Robert Hopkin - 1832 – 1909
Chasing a Slaver 1880
oil on canvas
50 in x 74 in x 5 ½ in (127 cm x 187.96 cm x 13.97 cm)
Gift of Mr. William Van Dyke

Robert Hopkin immigrated to the United States from Scotland 
in 1843 and settled permanently in Detroit, Michigan. He trav-
eled often and spent the year of 1870 in Chicago. His earliest 
known painting, dated 1845, was a marine view – a subject 
which became his specialty. He opened his own studio in 1853, 

producing ship pictures, seascapes, landscapes, and decorative works. He decorated the interiors of passenger 
steamboats, churches, and buildings in Detroit, Denver, and New Orleans among other cities. His major decora-
tive accomplishments included the interior of the Detroit Opera House (1869) and the Cotton Exchange in New 
Orleans (1883). He also created banners for various organizations, including Detroit’s military units in the Civil 
War, and the banner Landing of Cadillac for Detroit’s Bicentennial Celebration in 1901.

Hopkin was the leading painter in mid to late 19th century Detroit and was celebrated in that city during his life-
time. He is known to have produced more than 390 oils and watercolors, comprising views of the Great Lakes, 
the local landscape, and views from his travels to Ireland, Scotland, and throughout the U.S. One of a number of 
large shows of his works was held at the Detroit Museum of Art in 1907, at which time his fellow artists founded 
the Hopkin Club, later called the Scarab Club.

The theme of this section stems from looking at one work in particular, Chasing a Slaver 
by Robert Hopkin. The title informs us that this is a troublesome work, thinking about how 
many, many ships brought over African people for slavery, and many people died while 
crossing these waters. The term “water protocol” is actually a medical process for  peo-
ple who have dysphagia, or struggle to swallow. Under care of a pathologist, patients are 
placed on water protocols in rehab, where they are given specific times and conditions to 
where they are allowed to drink water or eat ice. Here, we are looking at things that might 
be “difficult to swallow”. The Wrapped Roses by Christo can make one think of funeral 
services and bringing flowers to honor the dead, and yet they are plastic roses wrapped 
in more plastic, possible evoking a sense of never ending death and suffering. Another 
way to look at water in the Hopkin work is to think about  the religious association with 
water, such as baptism, which made curator Vera Grant think about Bernard Picart’s Le 
Lutrin, which inevitably pokes fun at two church dignitaries arguing over where to place a 
lectern in the church. 

How do you see water connecting through these works?
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Jenny Holzer - b. 1950
Selections from Truisms 1983
electronic L.E.D. with red diodes
6 ½ in x 60 ⅝ in x 4 in (16.5 cm x 154 cm x 10.2 cm)
Museum purchase made possible by the W. Hawkins Ferry 
Fund and anonymous individual benefactors

Bernard Picart - 1673 – 1733
Night Scene from Nicolas Boileau-Despréaux’s “The Lectern” [Le Lutrin], Illustration for 
the 3rd Canto
etching and engraving on laid paper
13 in x 8 7/8 in (33 cm x 22.6 cm)
Gift of Professor Walter M. and Nesta R. Spink

Jenny Holzer is an installation and conceptual artist whose primary 
medium is words. She often uses language to draw attention to and 
undermine habits of thought that go unnoticed. Her Truisms are a constantly evolving collection of several hun-
dred phrases, ideas, and asides—made up or appropriated from diverse sources—that includes such provocative 
one-liners as: “a little knowledge goes a long way;” “there is a fine line between information and propaganda;” 
“money creates taste;” and, “freedom is a luxury not a necessity.”

The Truisms have appeared in many forms. Their first incarnation as a public art project was in 1977–79, when 
Holzer anonymously posted inexpensive, commercially printed broadsheets on buildings, walls, and telephone 
booths in and around Manhattan. Her pithy, ironic, and acerbic aphorisms were meant to be provocative and 
elicit public debate. In subsequent years they appeared on posters, billboards, and, as here, LED (light emitting 
diode) displays and have been exhibited in prominent public places like Times Square, as well as museums and 
galleries. Just as the content of the Trusims often mimics advertising slogans, Holzer has borrowed from market-
ing practice and emblazoned them on coffee mugs, t-shirts, pencils, baseball caps, and golf balls.
Holzer’s Truisms were adapted from readings as part of her Whitney Independent Study Program in New York 
City in the late 1970s; her first series of Truisms took the form of posters that she plastered across lower Man-
hattan; later utilizing billboards and t-shirts for her textual art, Holzer adopted her best-known medium, the LED 
(light emitting diode) display in 1982. This work runs on a continuous 25-minute loop with over 170 truisms that 
range from trite to humorous and ironic while engaging viewers in a participatory exchange between ideas and 
perceptions.

Bernard Picart (11 June 1673 – 8 May 1733), was a French engraver, 
son of Etienne Picart, also an engraver. He was born in Paris and died 
in Amsterdam. He moved to Antwerp in 1696, and then spent a year in 
Amsterdam before returning to France at the end of 1698. After his wife 
died in 1708, he moved to Amsterdam in 1711 (later being joined by his 
father), where he became a Protestant convert and married again. Most 
of his work was book-illustrations, including the Bible and Ovid. His most 
famous work is Cérémonies et coutumes religieuses de tous les peuples 
du monde (Ceremonies and religious customs of all the peoples of the 
world), appearing from 1723 to 1743. Jonathan I. Israel calls Cérémonies 
“an immense effort to record the religious rituals and beliefs of the world 
in all their diversity as objectively and authentically as possible”. Although 
Picart had never left Europe, he relied on accounts by those who had and 
had access to a collection of Indian sculpture. The original French edition 
of Cérémonies comprises ten volumes of text and engravings.

The French satirist Nicolas Boileau-Despréaux wrote Le Lutrin in 1674. This “mock-heroic poem” recounts the 
quarrel of two church dignitaries over where to place the lectern in the church. This print depicts a scene from 
the 3rd Canto when three men try to move the lectern in the middle of the night, under the cover of darkness.
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Terry Winters - b. 1949
Location Plan 2000
screenprint on Clearprint fade-out cotton, vellum graph paper
31 in. x 44 1/2 in. x 1 in. ( 78.74 cm x 113.03 cm x 2.54 cm )
Gift of J. Richard Pinnell and Robert J. Scanlan

Christo - b. 1935
Wrapped Roses 1968
plastic, cord and staples
2 7/16 in. x 23 9/16 in. x 5 7/8 in. ( 6.2 cm x 59.8 
cm x 15 cm )
Gift of Dr. and Mrs. J. Robert Willson

Terry Winters (born 1949, Brooklyn, NY) is an American painter, 
draughtsman, and printmaker whose nuanced approach to the 
process of painting has addressed evolving concepts of spatiality 
and expanded the concerns of abstract art. His attention to the 
process of painting and investigations into systems and spatial 
fields explores both non-narrative abstraction and the physicality 

of modernism. In Winters’ work, abstract processes give way to forms with real word agency that recall mathe-
matical concepts and cybernetics, as well as natural and scientific worlds.
Location Plan is related to a series of drawings included in a recent exhibition at the Kunsthalle Basel in Switzer-
land. Inspired by advanced imaging technologies from information mapping systems to spatial renderings, the 
drawings explore a dialogue between order and disorder. In the print Winters combines thirty unique images in 
a grid or storyboard which seems to serve as a key to his current investigations. Moving from one image to the 
next, through ever-shifting relationships, a sense of flux develops suggesting weather patterns, emotional states, 
orurban dynamics. A similar configuration of these drawn images was used in a 30 by 60 foot backdrop in a re-
cent collaboration with choreographer Trisha Brown and composer Dave Douglas.

Wrapping something in plastic is usually meant to preserve or protect it; however, in “Wrapped Roses” Christo 
wraps something made of plastic in more plastic. Throughout his career, Christo, with collaborator Jeanne-
Claude, has wrapped numerous items in cloth or plastic, including small boxes, furniture, even buildings. The 
artists deny that their projects contain any deeper meaning than their immediate aesthetic, contending that the 
purpose of their art is to simply create new ways of seeing familiar objects.

It is easier for some to grasp the wrapping concept and refer to their artworks entirely as “wrapping,” but the 
work is more about altering an environment than wrapping – which is only one way to do that. The last time the 
artists had an idea for a wrapping was in 1975, when they had the idea of wrapping the Pont-Neuf in Paris, ten 
years before they realized the work of art.
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COME SEE ABOUT ME

Do-Ho Suh - b. 1962
Untitled Vessel, The Peter Norton Family Christmas Project 2004 
2004
hand blown glass
6 9/16 in x 8 3/8 in (16.67 cm x 21.27 cm)
Gift of The Peter Norton Family Foundation

Do Ho Suh (b. 1962, Seoul, Korea; lives and works in London, New 
York and Seoul) works across various media, creating drawings, 
film, and sculptural works that confront questions of home, physi-
cal space, displacement, memory, individuality, and collectivity. Suh 
is best known for his fabric sculptures that reconstruct to scale his 
former homes in Korea, Rhode Island, Berlin, London, and New York. 
Suh is interested in the malleability of space in both its physical and 
metaphorical forms, and examines how the body relates to, inhabits, 
and interacts with that space. He is particularly interested in 

domestic space and the way the concept of home can be articulated through architecture that has a specific 
location, form, and history. For Suh, the spaces we inhabit also contain psychological energy, and in his work 
he makes visible those markers of memories, personal experiences, and a sense of security, regardless of geo-
graphic location. For this bowl, Suh has made an impression of his own outstretched hands in its base. The bowl 
becomes a symbol of the gift of his creativity, an offering of something deeply personal into the social realm. 

How can we learn about an artist and their life experiences through their art? How are they 
communicating to us? Come See About Me looks at how artists are individuals with their own 
experiences, but also invite us to participate and engage with their memories and lives. Do-Ho 
Suh asks us to think about the spaces we inhabit, and how those spaces contain psychological 
energy and memory. Just as Höfer’s photograph makes us think about the empty spaces, Suh’s 
Vessel makes us think about the hands that are no longer present, and the empty space they 
leave behind. The outstretched hands invite us in, and act as an offering or a gift from Suh of his 
creativity. This piece also strangely can cause the viewer to want to participate and place their 
own hands in the base. Shonibare literally invites us into his home as he shares with us a doll-
house version of his London townhome, and show both his British and Nigerian sides. 

How do these artists invite us into their worlds?
Several of these artists use traditional methods or customs and slightly change them to make a 
point or share a story. How does that affect how you view the artist and their story?
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Kara Walker - 1969
Untitled 2014
Bernardaud Manufacture de Porcelaine
print on porcelain
8 1/4 in x 7 1/2 in (20.96 cm x 19.05 cm)
Museum Purchase

Yinka Shonibare - 1962
Untitled, The Peter Norton Family Christmas Project 2002 
2002
wood, fabric, plastic, metal, offset lithograph
11 ⅝ in x 7 4/5 in x 9 1/16 in (29.53 cm x 19.84 cm x 
23.02 cm)
Gift of the Peter Norton Family Foundation

This limited edition pitcher was created with the French porcelain manu-
facturer Bernardaud in conjunction with Walker’s 2014 installation, titled “A 
Subtlety, or the Marvelous Sugar Baby,” held at the former Domino Sugar 
factory in Brooklyn, NY. The exhibit was a tribute to the slaves involved in 
the sugar trade in the Americas and the silhouette on the pitcher resem-
bles the woman/sphinx at the center of the 2014 installation. Walker is best 
known for her controversial large-scale black silhouette cut-outs that deal 
directly with African American history in the Antebellum South. This pitcher 
is a prime example of the type of imagery and aesthetics used by Walker. 
Contributing to current dialogues on the representation of Black identities, 
her work speaks to the way that the intersectionality of race, gender, class, 

and sexuality operates in the context of America.

Unlike generations of Black artists before her, Walker operates as a “post-black” artist, which affords her the op-
portunity to address racism and sexism in perhaps an irreverent way. Like this work, her subjects are parodies of 
historic one-dimensional racist narratives about primitive Africa, Black beasts, and Black women’s sexual prow-
ess. She frequently (re)uses stereotypical forms of Black bodies, including the mammy archetype as she does in 
this work. Walker’s use of silhouettes is significant and ironic; she juxtaposes traditional Victorian silhouettes with 
depictions of violence, hyper-sexuality, and racism.

Yinka Shonibare CBE, RA (born 1962) is a British-Nigerian 
artist living in the United Kingdom. His work explores cultural 
identity, colonialism and post-colonialism within the contem-
porary context of globalisation. A hallmark of his art is the 
brightly coloured Dutch wax fabric he uses. Because he has a 
physical disability that paralyses one side of his body, 
Shonibare uses assistants to make works under his direction.
A contemporary artist dealing with issues of the diaspora, 

childhood, and postcolonial identities, Yinka Shonibare’s art explores his personal connections to Europe and 
Africa, or more specifically London and Lagos, Nigeria. Doll House looks into the upper-class Victorian tradition 
of creating custom dollhouses that are miniature replicas of the family home. Shonibare has appropriated these 
cultural objects by creating a scale model of his own London townhouse, then incorporating African associa-
tions, such as batik fabric.

Doll House calls attention to the intersections of class, race, and cultural appropriations in the wake of colonial-
ism. When considered through the lens of ability / disability, however, the interactive aspect of the dollhouse 
itself falls short. Physical mobility is required to access all parts of the piece, whether to move from side to side 
to peer inside of the rooms, or to use the piece as intended and physically interact with the pieces. The small 
furnishings and the movement required for the ‘point’ of the piece to come across results in its continued perpet-
uation of able-bodiedness that is prevalent in gallery art.
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Theaster Gates - b. 1973
Little Box for Starving Artists 2013
wood, ceramics, artist’s clothing, book
7 1/4 in x 12 1/2 in x 10 in (18.41 cm x 31.75 cm x 25.4 cm)
Museum Purchase made possible by Joseph and Annette Allen

Takuro Kuwata - b. 1981
Platinum Kairagi Shino Bowl 
2011
porcelain, platinum slip and paint
5 11/16 in x 7 7/8 in (14.5 cm x 20 cm)
Museum purchase

Theaster Gates (born August 28, 1973) is an African-Amer-
ican social practice installation artist and a professor in the 
Department of Visual Arts at the University of Chicago. He 
was born in Chicago, Illinois, where he still lives and works. 

Gates’ work has been shown at major museums and galleries internationally and deals with issues of urban plan-
ning, religious space, and craft. He is committed to the revitalization of poor neighborhoods through combining 
urban planning and art practices.

Little Box for Starving Artists is part of an ongoing series addressing the relationship of objects, food, and ritual. 
The work gathers functional, biographical and symbolic items to narrate the larger themes of his work and en-
capsulate ephemera suggestive of performance. The work channels both the elegantly simple construction of 
Japanese packaging of food and ceramics (he studied ceramics in Japan) and art historical forms like the Flux 
Kits assembled by Fluxus artists to include small multiples made in the form of everyday objects. Each object 
points to specific actions and ideas, offered perhaps by Gates to the “starving artist” for both inspiration and 
use.

Takuro Kuwata is one of an emerging group of young Japanese artists using materials and idioms historically as-
sociated with the Japanese craft traditions—ceramics, woodwork, textiles, and metalwork—to challenge conven-
tional notions of craft. In this striking ceramic bowl he adapts the technique of Momoyama period (1583–1615) 
Shino ware called kairagi, in which an uneven, porous surface is created through the crackle effect of thick glaze. 
Kuwata has boldly exaggerated the crackle effect by increasing the thickness of the Shino glaze and by painting 
it with an eye-popping platinum color after firing. The body of the bowl is also covered with platinum-color slip.
Though the appearance of this tea bowl is overtly gaudy, it follows specific rules to suit its function in the tea cer-
emony. The stable foot, for example, makes it easy to whisk tea (in the Japanese tea ceremony tea powder and 
hot water are mixed inside the bowl) and the bowl’s rim is made to be smooth to the lips when drinking. Indeed, 
Kuwata is acutely conscious of the late Momoyama period tea ware aesthetic of balancing artistic expression 
and functionality. During this period intentionally deformed tea bowls were created, or water containers with 
cracks so large that lacquer mending was applied to stop leaks. Kuwata has said, “I’m not trying to break the 
rules. I just want to apply a contemporary sensibility to pottery. I believe I can create something truly new, work 
that reflects our time.”
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Todd Hoyer - b. 01/22/1952
Three Gold Rings, from Ringed Series 1991
eucalyptus, imitation gold leaf
11 7/16 in. x 7 1/2 in. x 7 1/2 in. ( 29 cm x 19 cm x 19 cm )
Gift of Robert M. and Lillian Montalto Bohlen

Flemish
Presentation in the Temple (Leaf from a Book of Hours) circa 1440-1450
ink, tempera and gold on parchment
9 1/16 in. x 6 7/16 in. ( 23 cm x 16.4 cm )
The Paul Leroy Grigaut Memorial Collection

Todd Hoyer’s unusual vessel of eucalyptus tells a personal story of loss and en-
during human bonds. It is part of his Ringed Series, the theme of which is bindings 
and connections. Three Gold Rings was created after a painful separation from 
and the subsequent death of Hoyer’s wife, which left him a single parent of a six-
year-old. Hoyer says: “the two rings on the upper portion represent myself and my 
daughter, still linked together. The single loose ring at the bottom represents my 
wife, broken from the chain. The burnt and charred surface is the background for 
that emotional time.”

Hoyer employs a variety of techniques, such as carving, weathering, burning, or splitting wood to communicate 
different meanings: burnt surfaces often reflect the blackness of the void and the hollowness within; carving and 
surface texturing can suggest beauty or the scarring that comes with age; splitting the wood reveals the flow of 
the grain and indicates the tree’s growth.

The book of hours is a Christian devotional book popular in the Middle 
Ages. It is the most common type of surviving medieval illuminated 
manuscript. Like every manuscript, each manuscript book of hours 
is unique in one way or another, but most contain a similar collection 
of texts, prayers and psalms, often with appropriate decorations, for 
Christian devotion. Illumination or decoration is minimal in many exam-
ples, often restricted to decorated capital letters at the start of psalms 
and other prayers, but books made for wealthy patrons may be ex-
tremely lavish, with full-page miniatures. Books of hours were usually 
written in Latin (the Latin name for them is horae), although there are 
many entirely or partially written in vernacular European languages, 
especially Dutch. The English term primer is usually now reserved for 

those books written in English. Tens of thousands of books of hours have survived to the present day, in libraries 
and private collections throughout the world.

This miniature depicting a scene from the childhood of Christ marked the Hour of None in the Office of the Virgin. 
The existence of many miniatures from this period with the same basic composition indicates that it was painted 
using a pattern-sheet. Such short-cuts facilitated production as demand for books of hours increased.
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COMMUNITY BLOCKS

Edward Avedisian - 1936 – 2007
Simpsonville 
1980
acrylic on canvas
96 in x 73 9/16 in (243.84 cm x 186.85 cm)
Gift of Dr. and Mrs. Garabed and Isabelle Belian

Edward Avedisian (June 15, 1936, Lowell, Massachusetts – August 17, 
2007, Philmont, New York) was an American abstract painter who came into 
prominence during the 1960s. His work was initially associated with Color 
field painting and in the late 1960s with Lyrical Abstraction. An artist who 
mixed the hot colors of Pop Art with the cool, more analytical qualities of 
Color Field painting, Edward Avedisian was among the leading figures to 
emerge in the New York art world in the 1960s.  Along with his contempo-
raries, including Jules Olitski, Kenneth Noland, Walter Darby Bannard, Dan 
Christensen, Ron Davis, and Larry Poons, he was instrumental in the explo-
ration of new abstract methods to explore the primacy of optical experience, 
breaking from the tactility of Abstract Expressionism. In the mid-1970s, Ave-
disian abruptly left New York City and moved upstate to Hudson, New York, 

While the theme “Community Blocks” may seem entirely on the nose, and even 
tongue and cheek, knowing more about the communities that Edward Avedisian 
and Al Loving came from gives us a lot of insight into this theme,and cause the 
meaning to go deeper than face value. Edward Avedisian was a gay man during 
a time in the United States when it was looked down upon and seen negatively. 
Avedisian was married to his wife, Pamela Avedisian, which ultimately ended in 
divorce. He met his partner Judson Baldwin in the 1970’s and was with him until 
Baldwin’s death in 2006. Al Loving, an African-American artist, struggled with the 
abstract community, saying that he had to be identified as a African-American Ab-
stract artist, rather than just an Abstract artist like everyone else. His physical iden-
tity was forced define his artist identity. On the other hand, the African-American 
community pressured him to have “political art”, and thought that his art should 
promote the political agenda of the Black Lives movements. 

cutting his ties with the Manhattan art scene.  He also broke out in new directions in his work, painting represen-
tational scenes from his immediate environment, such as men at work, billboards, and couples in repose. Some 
of his art of the time expressed homoerotic themes, while others captured the beauty of the natural landscapes 
in which he found respite. One critic described the art of his late career as having a disarming directness and a 
furtive sense of narrative. The last show of his lifetime was held at the Algus Gallery in 2003.  

Avedisian’s only marriage ended in divorce.  His partner, Judson Baldwin, died in 2006. Avedisian died from 
unspecified causes following a period of declining health at his home in Philmont, New York, in 2007.  He is sur-
vived by a son, Joseph and a grandson.
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Alvin D. Loving - 09/19/1935 – 06/21/2005
Untitled Cube 1969
acrylic on canvas
40 1/2 in. x 34 3/4 in. ( 102.8 cm x 88.2 cm )
Museum Purchase

Although he arrived in New York from Detroit in 1968 a “full blown, 
East Coast, Abstract Expressionist painter,” Al Loving had already 
chosen the square as his primary structure. This University of Michi-
gan graduate (M.F.A., 1964) began to explore the illusionistic effects 
allowed by color, and the square evolved into a hard-edged Minimalist 
cube. Ten months after his arrival in New York, Loving was invited to 
have a one-man show at the Whitney Museum of American Art. Loving 
readily admits that the exhibition had less to do with art than with the 
political pressure that had developed out of the Civil Rights Movement 
of the 1960s for museums to increase exhibition opportunities for 
black artists. It was after the Whitney show that Loving moved away 
from the cube as a motif in his work.

Loving thought of his cubes as not only going back into space, but also occupying the surface plane and project-
ing, visually, out from the plane. Reacting to the idea that the history of art since the Renaissance has involved 
illusion created from the picture plane back, away from the viewer and into the painting, Loving has said that he 
wanted to “paint a three-dimensional painting on a two-dimensional ground.... [I]t seemed to me that by the end 
of the millennium, there should be something in front of the picture plane, to the picture plane and beyond the 
picture plane. All three.”

Loving was intrigued by the history of perspective in painting and wanted to create a piece in which the vanish-
ing point for the perspective is in front of the painted surface, toward the viewer, rather than within the surface. 
The result is a representation of depth that seems to protrude from the surface rather than creating the illusion of 
space inside the canvas.
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LIVING ROOMS

Glenn Ligon - b. 1960
Gregory Burnet - 1960
Untitled 1992 (series of four)
etching, aquatint, spitbite, sugarlift on 
Rives BFK paper
25 in x 17 1/4 in (63.5 cm x 43.82 cm)
Museum Purchase

Employing texts borrowed from sources ranging from anonymous slave narratives to Richard Pryor’s 1970s 
stand-up comedy routines, Glenn Ligon explores the role of language in the social and cultural construction of 
black identity. The first two etchings (left) in this untitled suite repeat a pair of sentences from Zora Neale Hur-
ston’s landmark, How It Feels to Be Colored Me  (1928) in which Hurston describes color as something that is 
separate from her sense of self, acquiring meaning only in relation to when and how she is seen by others. In the 
other two etchings—printed black-on-black—Ligon draws upon a passage from Ralph Ellison’s 1952 novel The 
Invisible Man. Speaking about this work, Ligon has remarked that “…Ellison uses the metaphor of invisibility to 
describe the position of blacks in this country, as ghost, present and real but because of the blindness of racism, 
unseen. [My] prints work with this idea of invisibility by making the viewer strain to read the text, but making the 
text, through embossing, have a lot of physical presence.”

Since childhood, Glenn Ligon, an African-American artist, has been fascinated with literature. This fascination led 
him to think about the political and social uses of languages. As a result, his art has focused on giving force and 
weight to the written word around issues of identity and race. Ligon selects phrases from works by writers such 
as James Baldwin, Ralph Ellison, Mary Shelley, and Jean Genet, then hand stencils these phrases onto canvas 
or the printing plate. Often the text becomes obscured as it progresses line by line, calling into question the reli-
ability of seeing and seeing each other.

The living rooms are about inviting people into the space and staying awhile. The 
images that will rotate through this space are “windows” into other worlds and other 
lives, all occupying the space with us. Ligon’s series uses words with varying dis-
plays of black and white to discuss how it feels to be an African-American in today’s 
society. Pulling text from the late 1920’s shows how the experience remains the 
same. Mel Bochner’s Blah, Blah, Blah speaks in direct dialogue with Ligon’s work, 
as the use of words and color demonstrate that words with out intentionality and 
action are just words. 
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Burhan Cahit Doğançay - 1929 – 2013
Carlos the Jackal 2008
collage and mixed media on canvas
40 1/2 in x 91 in (102.87 cm x 231.14 cm)
Gift of Angela Dogancay

Joel Meyerowitz - 1938
New Jersey Interior 1965
gelatin silver print on paper
11 in x 13 15/16 in (27.94 cm x 35.4 cm)
Gift of Selma & Gerald Lotenberg

Born on Sept. 11, 1929, in Istanbul, Burhan Cahit Dogancay was the 
first of three children of Adil and Hediye Dogancay, both members of 
Western-educated middle-class families. His father, an army officer 
and noted watercolorist, was his first art instructor.

Despite Westernizing influences in Turkey and the establishment of 
a democratic, secular government in 1923 after centuries of Otto-
man rule, the country’s art remained fairly untouched by modernism 

during Mr. Dogancay’s childhood. Museums, which were state run, displayed mainly traditional or representa-
tional art. Mr. Dogancay told interviewers that he did not see his first Impressionist or Expressionist painting, or a 
Picasso, until 1950, when he graduated from the University of Ankara and left for Paris. 
Very early in his career, Doğançay embraced the urban wall as his main subject matter. His larger project, termed 
“Walls of the World,” presents representations of cities through the collaged and ever-changing graffiti of the 
urban environment. Each with a different set of techniques and styles, they all seek to represent a place, while 
engaging in contemporary culture more broadly through the use of pop culture images and phrases. As the title 
points out, the portrait at the top right is the Venezualan militant, known as Carlos the Jackal (Ilich Ramirez San-
chez). Sanchez was responsible for a number of terrorist attacks in Europe in the 1970’s and 1980’s, and came 
back into the limelight in 2008 with a new court hearing in Paris.

Joel Meyerowitz was born in the Bronx in 1938 into a neighborhood 
that offered daily lessons in the divine comedy and tragedies of human 
behavior. He believes it was that basic “street” education that nurtured 
his delight in human observation, a perception that is at the heart of his 
photography. After studying art, art history, and medical illustration at 
Ohio State University, he worked as an art director in advertising in the 
early 60’s. In 1962, Robert Frank made photographs for a booklet Meye-

rowitz designed, and it was while watching Frank work that he discovered that photographs could be made while 
both the photographer and the subject were in motion! The power of this observation made Meyerowitz quit his 
job immediately, borrow a camera, and go out onto the streets of New York. Meyerowitz began by using color 
film, not knowing any better, nor aware that photographers of that era believed that black and white was the ‘art’ 
of photography. Later that year Meyerowitz met, and became friends with, Garry Winogrand, and together they 
walked and worked Fifth Avenue daily for nearly five years. Although Meyerowitz is a street photographer in the 
tradition of Henri Cartier-Bresson and Robert Frank, he transformed the medium with his pioneering use of color. 
As an early advocate, he became instrumental in changing the attitude toward color photography from one of 
resistance to nearly universal acceptance. His first book Cape Light (1978) is considered a classic work of color 
photography and has sold over 100,000 copies.
In this black-and-white photograph, a portable screen on a tripod stands in the center of an interior living space, 
while a miniature puppet theater on a tripod stands to the right. Projected on the portable screen is a cropped 
image of an airplane engine. The legs and skirt of a woman standing behind the screen are visible emerging from 
the darkness of the unlit space in the background. Compositionally, the image stages a series of nested frames: 
the proscenium arch dividing the space of the room is echoed in the arch of the miniature theater set, the crop-
ping of the projected image on the screen, and the slight protrusion of what appears to be the photographer’s 
finger on the top left corner.
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Sean Scully - b. 06/30/1945
Durango I 1991
spitbite aquatint on paper
19 9/16 in. x 21 1/2 in. ( 49.7 cm x 54.6 cm )
Gift of Herbert Barrows

Edda Renouf - b. 1943
Frequency Piece III 1976
acrylic on linen
15 3/4 in. x 59 1/8 in. ( 40 cm x 150.1 cm )
Museum Purchase made possible through an Anonymous 
Gift and a grant from The National
Endowment for the Arts

Scully’s paintings are often made up of a number of panels 
and are abstract. Scully paints in oils, sometimes laying the 
paint on quite thickly to create textured surfaces. After a 
brief initial period of hard-edge painting Scully abandoned 
the masking tape while retaining his characteristic motif of 
the stripe which he has developed and refined over time. 
His paintings typically involve architectural constructions of 
abutting walls and panels of painted stripes. In recent years 
he has augmented his trademark stripes by also deploying 
a mode of compositional patterning more reminiscent of 

a checkerboard. He has stated that this style represents the way in which Ireland has moved towards a more 
chequered society. He stated in 2006, “I remember growing up in Ireland and everything being chequered, even 
the fields and the people.”

Sean Scully RA (born 30 June 1945) is an Irish-born American-based painter and printmaker who has twice been 
named a Turner Prize nominee. His work is collected in major museums worldwide.

Edda Renouf (born 1943) is an American painter and print-
maker. Renouf attended Sarah Lawrence College, graduating 
with a B.A. and earned her M.F.A. from Columbia University. 
She has exhibited in both America and Europe, living and 

working in New York and Paris since 1972. Renouf is known for altering the surfaces of canvas or paper before 
applying paint. She removes fibers from these materials or cuts into their surfaces, next adds pigment, and finally 
sands down the applied medium to bring the alternations she has made out to the forefront. The resulting lines 
or other marks that appear in the final surface of the work of art call attention to the underlying texture of the 
surface. In an artist statement, Renouf said this about her process: “Important to my technique of thread removal 
and incised paper, which reveals the energy and structure of my materials is that this process brings about vari-
ous juxtapositions basic to the life of the art works: as for example the positive versus the negative spaces in my 
paintings and drawings; the contrast between the geometry of the frames I use for my paintings and the organic 
flexibility of the linen fiber of the canvas; the difference between the crisp scraped lines in my drawings versus 
the uneven more organic incised lines; or the contrast between the well defined lines created by removed and 
applied threads in my paintings versus the aleatory, cloud-like areas of color that have been sanded. I have often 
defined the coming together of these juxtaposed contrasting qualities as analogous to the rational and irrational, 
that is, the Apollonian and Dionysian forces of life and existence.”
Used in the titles of her works are several themes: the four natural elements; time; and that of sound and music. 
The linen canvas and paper originate from the flax and cotton plants, which depend on the four natural elements; 
also the acrylic paint and pastels originate from earth: the four elements thus are directly related to her material’s 
structure and became a recurrent theme in her work. 
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Mel Bochner - b. 1940
Blah, Blah, Blah 2011
monoprint with collage, engraving and embossment on hand-
dyed Twinrocker handmade paper
69 in x 52 in (175.26 cm x 132.08 cm)
University of Michigan Museum of Art and Promised Gift of 
Irving Stenn, Jr.

Mel Bochner’s intellectual and material analysis of photography, paint-
ing and sculpture has produced ground-breaking works that have 
established his reputation as one of the leading American conceptual-
ists. Throughout his career, the artist has explored the intersection of 
linguistic and visual representation. His early works dissected the art 
object and formed the ‘analytical’ groundwork so crucial in informing 
the basis for the more ‘synthetic’ works of recent years. The overriding 
question at the heart of his project has always been the same - How do 
we receive and interpret different types of information? In the wake of 
abstract expressionism artists felt there was little to add to painting and 
this triggered in Bochner a response that was more about thinking than 
making. He started to find clear ways of looking at art and to question 
how we experience depth, perspective and space. He went on to ex-
plore language and colour in the same way.

His thesaurus paintings are an important part of this particular enquiry. With their focus on text and its interpre-
tation, these works re-imagine language as a form of pictorial expression. Word chains intertwine painting and 
language using colour. Big, bright and witty, they start with one word – ‘Silence’, ‘Amazing’, ‘Crazy’ – and the rest 
of the painting is made up of synonyms pulled from a thesaurus and listed from top left to bottom right in lines as 
on a page, the register descending dramatically into slang and expletives. His use of colour sometimes affirms 
the language it is painting and at other times ignores it, intentionally avoiding colour systems and patterns. These 
paintings make us think about the acts of reading and looking, and representation and abstraction, and how they 
cross over. The thesaurus painting is just one of many rationalising systems that Bochner uses to question and 
explore our irrational trust in language and the world around us.
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CONSTRUCTING A SCENE

Roni Horn - b. 1955
Key and Cue No. 1182 (Remembrance has a rear and 
front) 1994
cast plastic and aluminum
75 ¼ in x 2 in x 2 in (191.14 cm x 5.08 cm x 5.08 cm)
Gift of an anonymous donor

Working across a range of media, Roni Horn often explores the relationship between 
words and materials. Horn’s Key and Cue sculptures transform language into a physi-
cal form that is both text and physical presence. This duality is reflected not only in the 
text itself—“Remembrance has a Rear and Front”—but also in the way that the work 
invites viewing from multiple perspectives. Seen from one angle, the text forms an ab-
stract pattern, while from another it emerges as a poetic phrase, the first line of Emily 
Dickinson’s poem number 1182:

 Remembrance has a Rear and Front—
 ’Tis something like a House —
 It has a Garret also
 For Refuse and the Mouse.
 Besides the deepest Cellar
 That ever Mason laid—
 Look to it by its Fathoms
 Ourselves be not pursued—

Roni Horn (born September 25, 1955) is an American visual artist and writer. The 
granddaughter of Eastern European Jewish immigrants, she was born in New York, 
where she lives and works.

How do artists construct a scene to give a message or tell a story? This grouping of 
works looks into how artists explore the relationship between materials, words, and 
the viewer. John Clem Clarke’s Plywood piece may seem ordinary and not “look like 
art”, but the feeling changes entirely when you realize that the entire work is hand-
painted. Clarke physically painted every grain and every roller mark is intentional, and 
constructed. Basqiat’s work is also very simple, with a thin, drawn image of a ladder 
going seemingly knowhere, and seemingly not held up by anything, with the word 
Mother (which is copyrighted) underneath. But, this seemingly simple image can bring 
up many different interpretations based on the viewers past experience. 

How do these artists use materials and/or words to construct a scene?
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Barbara Morgan - 1900 – 1992
Charles Weidman—Lynchtown—(Humphrey-Weidman group) 
1938, printed 1980
gelatin silver print on paper
16 in x 20 in (40.64 cm x 50.8 cm)
Gift of the Willard and Barbara Morgan Archives.

John Clem Clarke - b. 1937
Plywood with Roller Marks #1 
1974
oil on canvas
84 1/8 in. x 58 1/8 in. ( 213.7 cm x 147.6 cm)
Gift of Dr. & Mrs. Marvin E. Klein

Barbara Morgan photographed modern dance in New York 
City, exploring themes of ephemeral gesture and the de-
piction of crucial moments in sequences of movement. In 
this photograph, she photographed the Humphrey-Weid-
man group performing choreographer Charles Weidman’s 
“Lynch Town” from his “Atavisms” series.

Barbara Morgan (July 8, 1900 – August 17, 1992) was an 
American photographer best known for her depictions of 
modern dancers. She was a co-founder of the photography 

magazine Aperture. Morgan is known in the visual art and dance worlds for her penetrating studies of American 
modern dancers Martha Graham, Merce Cunningham, Erick Hawkins, Jose Limon, Doris Humphrey, Charles 
Weidman and others. Morgan’s drawings, prints, watercolors and paintings were exhibited widely in California in 
the 1920s, and in New York and Philadelphia in the 1930s.

John Clem Clarke was born in Bend, Oregon on June 6, 1937. He studied 
at Mexico City College, Oregon State University, and at the University of 
Oregon where he received a B.F.A. in 1960. Clarke has worked in New York 
City since 1964.

The work of John Clem Clarke straddles pop art and appropriation. In his 
best known work of the 60s Clarke updated scenes from classical art with 
contemporary figures and settings. he also appropriated exact images, 
using sometimes second rate reproductions as his source material. Plywood 
with Roller Marks #1 is a sort of new foolthe‐eye realism that shows perfect 
demonstration of skill. From a distance, this work appears to be a large 
plank of plywood. Yet, as the viewer moves closer, the brushstrokes become 

visible. What once were knots and wood grain becomes pure abstraction. Through the juxtaposition of two dif-
ferent perspectives, Clarke incorporates abstract expressionistic elements with those of Photorealism to create a 
seemingly ordinary object with a unique viewing experience.
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Jean-Michel Basquiat - 1960 – 1988
Mother© 
1981
crayon on paper
24 in x 18 in (61 cm x 45.7 cm)
Gift of Arthur Cohen in honor of Ben and Yetta Cohen

Norio Azuma - 1928 – 2004
Construction in Gray #2 1928-1966
serigraph on paper
32 1/16 in. x 26 in. ( 81.5 cm x 66 cm )
Museum Purchase

Jean Michel Basquiat first gained attention as a graffiti artist in the late 
1970s, signing his work SAMO© (short for “same old shit,” followed by the 
copyright symbol). Unlike the wild, colorful stylings of his contemporaries, 
the teenaged Basquiat tagged the walls and surfaces of New York City with 
such enigmatic messages as “SAMO© AS AN END TO MINDWASH RELI-
GION, NOWHERE POLITICS, AND BOGUS PHILOSOPHY” and “(SAMO©) 
A PIN DROPS LIKE A PUNGENT ODOR…” SAMO©’s writings were only 
occasionally accompanied by images, but they formed the foundation of 
Basquiat’s artistic practice, in which short fragments of text are combined 
with enigmatic renderings of everyday objects and symbols that function 
like pictographs. For Basquiat, language never performed the subsidiary role 
of caption or subtitle. He described the words he injected into his work as 

“brushstrokes,” suggesting an equivalence between textual and visual representation. In the three early drawings 
on view here, language is used elliptically, suggesting new relationships rather than explaining existing ones.

Expanding on his beginnings as a graffiti artist, this drawing represents several series of text-image pieces 
Basquiat made around this time.  These works present a simple image with a single word or short phrase.  The 
combination of the ladder and the word “Mother,” makes the viewer ask about the connection between the two 
and reflect on the essence of these things in a context that defies everyday expectations.

Norio Azuma was born in Kii-Nagashima-cho, Japan on November 23, 
1928. He attended the Kanazawa Art College in Kanazawa, Ishikawa, 
Japan. At some point he immigrated to the United States.

In the US Azuma continued his art studies at Chouinard Art Institute in 
Los Angeles and then at the Art Students League in New York. Azuma 
worked as a printmaker, experimenting using the medium of screen 
printing (serigraphy) on canvas, then a relatively new development in 
the evolution of printmaking. Azuma worked for two years perfecting 
this technique and used up to 18 screens in printing his serigraphs.

New York Times art critic, John Canaday, once described one of 
Azuma’s serigraphs as “so beautiful a manipulation of shape, color 
and texture that it eliminates my lingering objections to serigraphy as a 
technique.”
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LIGHT DETAILS

Walead Beshty - 1976
3 Sided Picture (Yellow), November 26, 2007, Westwood, CA, Kodak 
Supra 2008
chromogenic print on paper
109 5/8 in x 61 1/8 in x 2 in (278.45 cm x 155.26 cm x 5.08 cm)
Museum Purchase made possible by the W. Hawkins Ferry Fund

Created without the use of a camera, this photograph was made through a physical 
manipulation of the paper and its selective exposure to light. Folding a large sheet of 
photographic paper in complete darkness, the artist then exposed it using a colored 
light source. Based on how it was folded, only certain areas of the paper received a 
direct exposure, while others received less. The sheet was then unfolded and subse-
quently developed, revealing the traces of these actions in the form of chromatic, ab-
stract shapes. The areas that received the most exposure are a deep black, while the 
lightly exposed folds and nooks are various shades of tangerine, honeys, and golds. 
The folds create the appearance of a faceted surface, lending the image a glossy, 
crystalline appearance. On closer inspection, these sharp angles have soft edges that 
meld into a gradation of alizarin and crimson blurs. Containing not only the traces of 

its creation, this photograph also serves as a visual record of the photons of light that fell upon it on that particu-
lar day, documenting the chance operations that informed its making.

Born in London in 1976, Walead Beshty received a BA in studio art from Bard College, Annandale-on-Hudson, 
New York (1999), and an MFA in photography from Yale School of Art, New Haven (2002). Although he has 
worked in a variety of mediums, Beshty primarily explores the myriad ways to conceive and develop the photo-
graphic image as well as photography’s relationship to reality.

Inspired by Beshty’s work of creating a photograph without a camera, this last grouping 
examines how light plays into these works. For Beshty, light is a sort of medium, altering the 
appearane of the paper. Amazingly enough, the darkest spots on the work were exposed to 
the most amount of light. So for this work, darkness is synonymous with light. This is jux-
taposed with Howard Bond’s photograph of a chapel ceiling in Gloucester, England, where 
the brightest spots are indicators of more light. 
 
How do you see light working in these images?
Why does light sometimes have a religious connotation? How does that affect our viewing? 
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Charles Alston - 1907 – 1977
Configurations circa 1952
oil on canvas
46 7/8 in x 36 13/16 in x 2 3/8 in (119 cm x 93.5 cm x 6 cm)
Gift of Dr. James and Vivian Curtis

Howard Bond - 1931
Chapel Ceiling, Gloucester 1980
gelatin silver print on paper
16 15/16 in x 14 in (43.02 cm x 35.56 cm)
Gift of Mr. & Mrs. W. Howard Bond

A pivotal figure within the Harlem Renaissance, Charles Henry Alston was pas-
sionately dedicated to empowering African Americans through cultural enrich-
ment and artistic advancement. Throughout his distinguished career as an artist 
and an educator, he continually sought to reclaim and explore racial identity with 
its complicated implications. Inspired by the modern idiom of Modigliani and 
Picasso, as well as African art, Alston’s work addresses both the personal and 
communal aspects of the black experience.
Born in Charlotte, North Carolina, Alston’s parents were educated leaders in that 
city’s African American community. Although he moved with his family to Har-
lem at the age of seven, Alston continued to spend summers with his Southern 
grandmother through his teenage years. It was during these visits that Alston, 
who had displayed an aptitude for art since early childhood, became fascinated 

This photograph depicts the arched ceiling of a chapel in Gloucester, England, at such 
close range it is almost abstract in appearance. By eliminating nearly all contextual 
details, the photograph focuses attention on the gently curving X-shape of the ceiling 
seams, and the delicate tonal nuances of the building’s materials. The only interruption 
is offered by the semi-circular dark brick arch at the bottom of the image. This is one 
of a series of ten photographs depicting English churches that Bond printed in 1980.

Bond earned a BS in Music from Bowling Green State University, Ohio (1953), and 
both an MA in Music (1958) and an MS in Mathematics (1961) from the University of 

Michigan. He is the recipient of a Michigan Council for the Arts, Creative Artist Grant, and his work has been 
published in the books Light Motifs and White Motif: The Cyclades Islands of Greece. His photographs are in-
cluded in the collections of The Art Institute of Chicago; LaSalle National Bank, Chicago; the Library of Congress; 
the National Museum of Art; and the San Francisco Museum of Modern Art.

with North Carolina red clay and began dabbling in sculpture. 

Drawing political cartoons about race relations—first for his high school magazine and, later, as an undergrad-
uate at Columbia University—provided an outlet for Alston’s artistic and personal expression. Alston, who had 
enrolled at Columbia in 1925, was not permitted to take life drawing classes because of his race. His talent, how-
ever, did not go unnoticed; he was later awarded the Arthur Wesley Dow Fellowship which funded graduate work 
at Columbia’s Teachers College. It was during his tenure there that he designed the cover for one of Duke Elling-
ton’s jazz albums, as well as book jackets for Langston Hughes and Eudora Welty. Alston enjoyed a successful 
career as an illustrator for popular magazines during the 1930s and 1940s.

While still a graduate student at Columbia, he established the Harlem Art Workshop for aspiring artists, as well 
as an art program for Harlem youth called Utopia House. His studio, located at 306 West 141st Street, became a 
gathering space for intellectual and creative exchange for African American artists—including Jacob Lawrence, 
Norman Lewis, Bob Blackburn, and Alston’s cousin Romare Bearden. In recognition of his efforts, Alston was 
appointed the first African American supervisor within the Federal Arts Project in 1935. Alston capitalized on his 
new position to form the Harlem Artists Guild, an attempt on his part to pressure the Works Progress Administra-
tion to fund more black artists. Eager to explore political and aesthetic topics in black art, Alston also cofounded 
the art collective known as the Spiral Group with Bearden, Hale Woodruff, and others in 1963. Other significant 
milestones in Alston’s career include serving as the first African American instructor at the Art Students League 
(1950–1971) and at the Museum of Modern Art.
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Carlos Lopez - 1908 – 1953
Joseph the Carpenter 1930-1952
watercolor on illustration board
24 in x 29 7/8 in (60.96 cm x 75.88 cm)
Gift of The Ann Arbor Art Association, in memory of Ruby S. Churchhill

Frederick H. Evans - 1853 – 1943
Ely Cathedral, A Grotesque 1897
halftone print on paper
8 1/4 in x 6 in (21 cm x 15.3 cm)
Gift of Margaret and Howard Bond

In the 1930s and 1940s, Lopez did many paintings of 
laborers, specifically blue collar workers in Michigan. Here, 
three carpenters work to build a large wooden boat. The 
nearly flat people, darker colors, and depiction of the rough 
life of laborers is similar to his other paintings of the 1940s. 
Religion was not a common theme in Lopez’s work, how-
ever the title Joseph the Carpenter and the crosses in the 
background of the piece imply a reference to Christianity.
One of the most famous and prolific Latino artists of the 

1940’s, Carlos Lopez was born in Havana, Cuba in 1908 to Spanish parents. He spent his early years in Spain, 
emigrating to the United States with his parents when he was 11, where he received an American art education. 
A versatile of exceptional quality, Lopez painted his beloved Michigan and adopted country in modern terms, 
representing the new spirit of American art of the times through his artworks and teaching. Lopez first studied 
with George Rich at the Detroit Art Academy and later with Charles St. Pierre at the Chicago Art Institute. He 
also studied under Leon Makielski, landscape and portrait painter, and University of Michigan art teacher. Lopez 
exhibited for the first time in Detroit in January 1932; soon after he served as director of the Detroit Art Academy 
from 1933 to 1937 and later as a teacher at the Meinzinger School of Art in Detroit from 1937 to 1942. Following 
a brief tenure as an instructor at the Summer School of Painting in Saugatuck, Mich., in 1944, Lopez finally be-
came a professor of art at the University of Michigan in 1945, living in Ann Arbor until his death in 1953.

This photograph depicts a stone grotesque from Ely Cathedral. The shadows 
are pronounced in the print, creating a notable chiaroscuro. 

Frederick H. Evans (26 June 1853, London – 24 June 1943, London) was a 
British photographer, primarily of architectural subjects. He is best known for 
his images of English and French cathedrals. Evans began his career as a 
bookseller, but retired from that to become a full-time photographer in 1898, 
when he adopted the platinotype technique for his photography. Platinotype 
images, with extensive and subtle tonal range, non glossy-images, and better 
resistance to deterioration than other methods available at the time, suited 
Evans’ subject matter. Almost as soon as he began, however, the cost of plat-
inum - and consequently, the cost of platinum paper for his images - began 
to rise. Because of this cost, and because he was reluctant to adopt alternate 

methodologies, by 1915 Evans retired from photography altogether. 


