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to work without getting into the sub-
jectivity of my taste. | wanted to set
up a simple order of doing things”
(The video is available at the Zwirner
Gallery Web site.) Created without
having to worry about personal pref-
erences, the resulting body of work
is remarkable.

In the first gallery (which I will
limit myself to, as the later works are
better known), we could see Serra
experiment with vulcanized rubber
(found in a dumpster), rubber, neon
tubing, canvas, fiberglass, and lead
(brought to his attention by Philip
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Glass, then a plumber). A transitional
floor piece from 1969 —emphasizing
process, measuring, and the sem-
blance of scattering, all at once —
combines lead, wood, stone, and
steel. Though Serra was not working
in a void—during his Italian sojourn,
he met the artists who were later
associated with Arte Povera—these
works have an atmosphere of con-
siderable risk-taking. They are pro-
foundly exciting pieces, whose
implications were already being, or
were subsequently, explored by the
likes of Robert Morris, Bruce
Nauman, Keith Sonnier, John Duff,
and Robert Overby. Significantly,
Serra notes that he and his friends
Philip Glass, Steve Reich, Spalding
Gray, and Michael Snow were pro-
foundly influenced by Yvonne Rainer,
Trisha Brown, Simone Forte, and
Lucinda Childs—women who
explored movement, time, process,
and material in their choreography.
Serra’s early sculpture refuses to
stand, for that is what traditional
statuary does. Nor is it raised up on a
plinth or pedestal or placed inside a
niche—a once popular element that
has largely vanished from modern
and contemporary architecture.
Instead, his sculpture leans against
the wall, hangs from the wall on one
or more nails (though the work never
approximates a painting or relief),
or lies on the floor. It is worth noting
that Serra never hung sculpture from
the ceiling to hover in mid-air.
Instead, he sought to make tangible
the pressure exerted by sculpture
on the architecture that it inhabits.
Serra is interested in the raw elo-
quence of industrial materials, which
he subjects to straightforward manip-
ulation (occasionally assisted by his
friends); often that handling can be

Left: An Te Liu, Delivery System, 2013.
Slip-cast earthenware with tin oxide
glaze, 10 x 86.5 x 15 cm. Right: An Te
Liu, Deux Ex Machina, 2013. Slip-cast
stoneware with tin oxide glaze, 13.5
X 24 X7cm.

exactly reconstructed in the mind of
the viewer. Material is subject
to gravity, and from the start, Serra
emphasized the weightiness of forms
that sag, go limp, are propped in
such a way that a push or pull will
cause them to fall to the ground, or
just lie on the floor. He learned at
Yale that “matter, whatever material
you use, is going to impose itself
upon form” This statement became
Serra’s mantra, and his powerful oeu-
vre is an ode to his perseverance,
inventiveness, and discipline. In 1971,
Serra settled on steel.
—Michaél Amy

TORONTO

An Te Liu

Gardiner Museum

Objects accrue cultural value like
pearls accrue nacre —slowly,
through layerings of meaning and
time. The works in An Te Liu’s exhibi-
tion “Mono No Ma” (mono meaning
thing and ma meaning space

or gap) explore the act of imbuing
superfluous objects —Styrofoam
packing materials and casings—with
value. Liu creates meaning, and
thus value, by reproducing these
materials in stoneware and re-
encasing them within high-gloss
glazes. His reimagined, rebirthed
objects accrue status and possibly

reverence through their repackaging
as art objects installed within the
glossy casing of the museum.

Liu’s artist statement for “Mono
No Ma” credits funerary ware in the
Gardiner’s Ancient Americas collec-
tion as a partial inspiration for this
collection of 19 wall pieces and
sculptures. He is well aware that
viewers will rely on established sym-
bols and cultural assumptions
to create meaning in the work, and
therein lies their irony.

Cultures relay meaning through
recognized symbols and materials,
which take the form of monuments
and revered objects. Liu’s work gives
a deliberate performance of the
monumental, the iconic, and the
significant but is bereft of the tradi-
tion and emotional resonance that
invest cultural meaning with depth
and longevity. Gnomon (2013),
for instance, with its slim black ele-
gance, shiny smooth surfaces,
refined edges, and articulated repeat-
ing sections, stands like a high-tech
simulacrum of Haida totem poles;
rather than honoring craft, ances-
tors, and nature, however, it cele-
brates mass production, anonymity,
and the visually soothing repetition
of injection molding.

Delivery System (2013) allows view-
ers to trace interconnections among
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objects that share only their mate-
rials—slip-cast earthenware with
a tin oxide glaze. Recalling the Gar-
diner’'s Mayan artifacts, the forms
of Delivery System, which resemble
carved stone reliefs, could be glyphs.
Though they do not represent recog-
nizable objects, they are presented
with all the gravitas, plinth and all,
of ritual objects. They tease with the
appearance of meaning, but frustrate
with their Dada-esque lack of sense.

In the playfully titled Deus Ex
Machina (2013), Liu offers an object
reminiscent of Duchamp’s fountain
(1917). Glossy and stylized like
an alabaster Egyptian sculpture, this
work denies the promise of its title;
it is incapable of acting to resolve
a problem or issue. Presented as a
piece of sculpture, the functional
meaning of the shape loses its origi-
nal purpose; in fact, it loses all mean-
ing. That, however, was its function
in this exhibition, as was true for
all of the objects in “Mono No Ma’

Drawing on the ambiguous forms
of packing materials, Liu plays not
only with physical space, but also
with cultural and psychological
space. He critiques value, meaning,
and physical as well as cultural and
artistic packaging in his work.

—/. Lynn Fraser

ROTTERDAM

Peter Zegveld

Museum Boijmans Van Beuningen
Theatrical producer, producer for
Dutch public television, and visual
artist, Peter Zegveld included 12
visual and sound works in his recent
solo exhibition, which surveyed three
decades of his artistic practice. The
selections emphasized fun. “Inven-
tions. Surprises. Curiosities. All these
things are very important,” Zegveld
explains in a video interview. At the
entrance to the show, | watched four
pre-school children take turns sitting
on a saddled plywood bench in Horse
(2011). Hitting a big red button, they
activated a minimalistic horse mari-
onette, which reappeared as an
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enlarged shadow on the wall. The
shadow horse appeared to gallop—
via rotating, projected puppet legs,
its movements accompanied by

a mechanical, almost cartoon-like
sound. It was lovely to watch such
a simple construction prompt the
children’s giggles, and their parents’
laughter. Inside the exhibition,
Brothers (2012) employed a similar
strategy, with two faces bursting into
a surprising, playful song.

Other works shifted to more
abstract representations, though
they remained interesting, very like-
able, and playful. My favorite was
Wrap Demolisher (1988), which
made me laugh out loud. Bubble
wrap is laid out across a table-like,
mechanical form. Over the course
of a minute or two, the sheet moves
very slowly through the machine,
producing loud, unexpected pops.
Laocodn (2013), which refers to the
famous Hellenistic figural group,
takes the form of red plastic air vents
entangling three chairs. Focusing
again on a moment and a sound, a
blast of air enters the vents. For
a couple of seconds, sea serpents
almost come to life, sparking the
imagination.

Bonkbed (2012) teases us with a
strangely shaped, footed metal
device sitting to one end of a wooden
bed frame. Movement from one side
of the bed to the other is implied,
but instead, a simple mechanism qui-
etly raises and releases the metal
ball resting on top of the device, leav-
ing it to roll down a slope and thump
against the headboard. A similar sce-
nario occurs in Ramp (2013), but here
the stress is on more pronounced
movement: a metal ball hits against

Left: Peter Zegveld, Horse, 2011.
Mixed media, dimensions variable.
Below: Peter Zegveld, Ramp, 2013.
Mixed media, 1.6 x 0.7 x 1.2 meters.

a wooden trunk-like form, which then
inches across the exhibition space
under the force of the impact.

Zegveld’s works can be associated
with a certain theatricality, particu-
larly his work with children’s theater,
and it certainly straddles the art-
design divide. There are clear art his-
torical references, however, particu-
larly to Jean Tinguely and kinetic art.
When he was nine, Zegveld visited
the 1961 exhibition “Bewogen
Beweging” (“Moving Movement”) at
the Stedelijk Museum in Amsterdam,
and he cites the dynamism, action,
and noise of that show as significant
influences.

Afinal sculpture was placed out-
doors near the museum entrance. As
I was looking for it, | heard a large
boom. Box (2007) looks like some
kind of cooling or heating appara-
tus—nothing more than a minimal,
metal box, yet capable of unantici-
pated movement and sound. Unob-
trusive, but full of surprise, this
contraption made a fitting entrance
and exit for an unexpected and pleas-
ant exhibition.

—Robert Preece
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