Whitney Biennial

Whitney Biennial

Whitney Biennial }




Whitney Biennial

Whitney Museum of American Art, New York

Distributed by Yale University Press, New Haven and London



This catalogue was produced
on the occasion of the
Whitney Biennial, 2010,

at the Whitney Museum of
American Art, New York,
February 25-May 30, 2010.

Copyright © 2010 Whitney

Museum of American Art

All rights reserved.

No part of this publication
may be reproduced or
transmitted in any form

or by any means, electronic
or mechanical, including
photocopying, recording or
any other information storage
and retrieval system, or
otherwise without written
permission from the Whitney

Museum of American Art.

WHITNEY
Whitney Museum

of American Art

945 Madison Avenue
New York, NY 10021

whitney.org

Yale

Distributed by

Yale University Press
302 Temple Street

P.O. Box 209040

New Haven, CT 06520
yalebooks.com

Sponsored in part by

Deutsche Bank /

Major support is provided by
Sothebys :

Fashion sponsor

TOMMYE HILFIGER

Generous support is provided
by the Wasserman Foundation,
Donald R. Mullen Jr.,

the National Committee

of the Whitney Museum of
American Art in honor

of Peter Dominick, and the

Brown Foundation Inc.

Additional support is provided
by the 2010 Friends, chaired
by trustee Beth Rudin
DeWoody: Jill and Darius
Bikoff Foundation, Stefan
Edlis and Gael Neeson,
Rebecca and Marty Eisenberg,
Liz and Jay Fensterstock,
Marilyn and Larry Fields,
Charlotte and Bill Ford,

The Gage Fund, Barbara

and Michael Gamson, Melanie
Shorin and Greg S. Feldman,
Amanda Steck and Glenn
Fuhrman, and David Teiger.

Wine sponsor: Bear Flag

Funding for the Whitney
Biennial is provided

by endowments created
by Melva Bucksbaum,
Emily Fisher Landau, and

Leonard A. Lauder.

Support for the catalogue is
provided by Rosina Lee Yue
and Bert A. Lies Jr., MD.

Library of Congress
Cataloging-in-

Publication Data

Whitney Biennial (2010)

2010 : the Whitney Biennial /
[curated by Francesco Bonami
and Gary Carrion-Murayari].

p. cm.

Produced on the occasion
of the Whitney Biennial,
2010, at the Whitney Museum
of American Art, New York,
Feb. 25-May 30, 2010.

ISBN 978-0-300-16242-4

1. Art, American—21st
century—Exhibitions.

[. Bonami, Francesco.

I1. Carrion-Murayari, Gary.

I11. Whitney Museum

of American Art. IV. Title.

V. Title: Whitney Biennial.
N6512.7.A15 2010
709.73°0747471—dc22

2009053121

Printed and bound in
the United States
10987654321

Cover: An archival photograph
shows the lobby of the
Whitney’s Marcel Breuer
building on Madison Avenue;
the inset photograph of Barack
Obama is by Joshua Jow.



Contents

10

17

130

153

Foreword

Adam D. Weinberg
Acknowledgments

The Fence and the Bridge, or Regeneration Through Art

Francesco Bonami / Gary Carrion-Murayari
Artists in the Exhibition

Checklist of the Exhibition

Appendix 2008 -1932

2010



Whitney Biennial




ISBN 978-0-300-16242-4

VT

03001624

Printed in U.S.A.



Whitney Biennial

2010

Whitney Museum of American Art, New York

Distributed by Yale University Press, New Haven and London



This catalogue was produced
on the occasion of the
Whitney Biennial, 2010,

at the Whitney Museum of
American Art, New York,
February 25-May 30, 2010.

Copyright © 2010 Whitney

Museum of American Art

All rights reserved.

No part of this publication
may be reproduced or
transmitted in any form

or by any means, electronic
or mechanical, including
photocopying, recording or
any other information storage
and retrieval system, or
otherwise without written
permission from the Whitney

Museum of American Art.

WHITNEY
Whitney Museum

of American Art

945 Madison Avenue
New York, NY 10021
whitney.org

Yale

Distributed by

Yale University Press
302 Temple Street

P.O. Box 209040

New Haven, CT 06520
valebooks.com

Sponsored in part by

/

Deutsche Bank

Major support is provided by
Sothebys

Fashion sponsor

TOMMYE HILFIGER

Generous support is provided
by the Wasserman Foundation,
Donald R. Mullen Jr.,

the National Committee

of the Whitney Museum of
American Art in honor

of Peter Dominick, and the

Brown Foundation Inc.

Additional support is provided
by the 2010 Friends, chaired
by trustee Beth Rudin
DeWoody: Jill and Darius
Bikoff Foundation, Stefan
Edlis and Gael Neeson,
Rebecca and Marty Eisenberg,
Liz and Jay Fensterstock,
Marilyn and Larry Fields,
Charlotte and Bill Ford,

The Gage Fund, Barbara

and Michael Gamson, Melanie
Shorin and Greg S. Feldman,
Amanda Steck and Glenn
Fuhrman, and David Teiger.

Wine sponsor: Bear Flag

Funding for the Whitney
Biennial is provided

by endowments created
by Melva Buckshaum,
Emily Fisher Landau, and
Leonard A. Lauder.

Support for the catalogue is
provided by Rosina Lee Yue
and Bert A. Lies Jr., MD.

Library of Congress
Cataloging-in-
Publication Data

Whitney Biennial (2010)

2010 : the Whitney Biennial /
[curated by Francesco Bonami
and Gary Carrion-Murayari].

p. cm.

Produced on the occasion
of the Whitney Biennial,
2010, at the Whitney Museum
of American Art, New York,
Feb. 25-May 30, 2010.

ISBN 978-0-300-16242-4

1. Art, American—21st
century—Exhibitions.

I. Bonami, Francesco.

I1. Carrion-Murayari, Gary.

[T1. Whitney Museum

of American Art. I'V. Title.

V. Title: Whitney Biennial.
N6512.7.A15 2010
709.73’°0747471—dc22

2009053121

Printed and bound in
the United States
10987654321

Cover: An archival photograph
shows the lobby of the
Whitney’s Marcel Breuer
building on Madison Avenue;
the inset photograph of Barack
Obama is by Joshua Jow.



Contents

IO

7

130

53

Foreword

Adam D. Weinberg
Acknowledgments

The Fence and the Bridge, or Regeneration Through Art

Francesco Bonami / Gary Carrvion-Murayari
Artists in the Exhibition
Checklist of the Exhibition

Appendix 2008-1932

2010



Foreword

A viewer of recent Whitney Biennials
would be hard-pressed to recognize
many similarities to the Biennials that
were organized during the founding
of the Museum in the early 1930s.
Today, biennials tend toward the
spectacle, receive international press,
and are the subject of speculation
by collectors and the art market.
At their best, biennials capture the
zeitgeist of a period, introduce the
work of new artists, and reacquaint us
with familiar artists. It is generally
understood that the Whitney Biennial
is not intended to provide a survey
of contemporary American art—
a field that is now so complex and
so diverse that to do so would be an
impossibility. It is also understood that
curators cannot be fully impartial; the
selection of artists will be tempered
by their curatorial background,
exposure, tastes, and predilections.
The curators of this Biennial, Francesco
Bonami and Gary Carrion-Murayari,
would be the first to admit the above.
However, the way in which they
have conceptualized and shaped the
exhibition acknowledges the Biennial's
founding tenets.

The Whitney's first Biennial
was held in 1932. At the time, the field
of American art was dominated by
conservative and insular invitational and
academic exhibitions, which catered
to members of the host organizations
and were dominated by juries
whose purpose was to award prizes
to outstanding works by their artists.
In the spirit of democratic realism,
the Whitney countered this tradition
by founding an exhibition open to a
cross-section of progressive American
artists working in a wide range
of figurative and abstract styles and
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practicing in different regions of the
United States. The Museum'’s battle cry
was “no juries, no prizes.” This unique
approach did not mean the Whitney
was averse to recognizing artistic merit
but rather that exhibitions should

be more than “beauty contests.”

As Juliana Force, the Whitney's first
director, said, they should provide

“a depot where the public may see
fine examples of American artistic
production, in other words a forum

for the presentation and examination
of the diversity of American art.”

The first Biennial, for example, had
works by 358 artists, an astonishing
number considering the modest scale
of the Museum’s double townhouse
facility on Eighth Street. Among

the artists included were practitioners
who bore a wide variety of artistic
labels: Modernists like Arthur Dove,
Impressionists like Childe Hassam,
Social Realists like Ben Shahn, Realists
like Edward Hopper, Expressionists
like lvan Le Lorraine Albright,
Regionalists like Grant Wood, and
Magic Realists like Peter Blume. In
short, the curators—who appropriately
remained in the shadows and whose
names were not specified—cast a
wide net as if to capture an objective
record of American art at a moment

in time. And in many ways, they did.
While a large percentage of the

artists’ names are recognizable today,
many others—such as Fiske Boyd,

A. S. Baylinson, Ross Moffett, and
Stanley Wood—are not, except to the
specialist. The young Whitney, as a
sign of faith in the artist, allowed each
selected Biennial artist the opportunity
to choose his or her own work to
display. The early Museum’s utopian
commitment to the breadth of American

art was so unshakable that a policy
prohibiting one-person exhibitions by
living artists was in place until 1986.

It would, of course, be impossible
and undesirable to turn back the clock
and attempt to organize a 1932-style
Biennial in 2010. However, the thinking
and approach of this year's curators
reflects the roots of the Museum'’s
seventy-four previous Biennials
and Annuals. Recent Biennials have
implicitly or explicitly acknowledged
a thematic aspect. For example,
the curators of the 2006 and 2008
Biennials were not searching for
a theme or themes per se, but they
emerged and were identified. This
was tacitly recognized in 2006 by the
title given to the exhibition, Day for
Night, which caused some to question
the difference between a thematic
exhibition and a Biennial. The current
Biennial is simply and unabashedly
titled 2010. To the curators’ thinking,
this title serves as a marker. The
exhibition is a moment in time—no two
years are the same. The Biennial is
in effect an inexorable clock, providing
a regular, systematic, arbitrary
instrument to examine American art.
The task of selecting has fallen to
Bonami and Carrion-Murayari, but they
are acting as agents in a particular
time. As they write, “the year...
defines the spirit of the show.” The
curators have called out the notion
of the Biennial as a chapter in time
by devoting a full floor of the Museum
to art that addresses the history
of the Biennial—works purchased from
previous Biennials or created by artists
included in them. The temporality
of the Biennial is further emphasized
in this catalogue, which lists every artist
included in every Biennial and Annual
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since the Museum'’s founding. The
curators are well aware that 2010

is not an objective view but an
acceptance of limitations—their own
and those of the Biennial structure.
Limitations are something every artist
faces and often serve as parameters
for potential success or failure. So,
like the artists they have chosen,
Bonami and Carrion-Murayari accept
this risk. It is not only a risk well
worth taking but a risk that is imposed
by time—the two-year clock of the
Biennial. Welcome to 2o10.

My profound thanks to Francesco
Bonami and Gary Carrion-Murayari
for taking on the risks and pleasures of
the Biennial odyssey. Their enthusiasm
and passion inspired the entire staff,
and their thoughtfulness and intellect
are evident in the exhibition.

The generosity of our funders
offers Museum visitors the opportunity
to see some of the most exciting,
challenging, engaging, and innovative
work being created in the United
States today. My gratitude goes to
Deutsche Bank for their sponsorship
of the Biennial and for continually
championing American art. The
Whitney also owes a great debt
of thanks to Sotheby’s and fashion
sponsor Tommy Hilfiger for their
major support of the exhibition.

The contributions of the Wasserman
Foundation, Donald R. Mullen Jr.,

the National Committee of the Whitney
Museum of American Art in honor

of Peter Dominick, the Brown
Foundation, and Bear Flag Wine

were essential to the exhibition. My
appreciation also goes to the 2010
Friends, chaired by Beth Rudin

DeWoody and including: Jill and Darius

Bikoff Foundation, Stefan Edlis and
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Gael Neeson, Rebecca and Marty
Eisenberg, Liz and Jay Fensterstock,
Marilyn and Larry Fields, Charlotte and
Bill Ford, the Gage Fund, Barbara
and Michael Gamson, Melanie Shorin
and Greg S. Feldman, Amanda Steck
and Glenn Fuhrman, and David
Teiger for kindly acknowledging the
importance of this year's Biennial.
Rosina Lee Yue and Bert A. Lies Jr.,
MD, generously supported the
catalogue, ensuring a lasting record
of 2010. In addition, | am deeply
grateful to Melva Bucksbaum, Emily
Fisher Landau, and Leonard A. Lauder
for their longstanding devotion to

the Whitney and their foresight

in the creation of endowments for the
Biennial. The steadfast commitment
of these organizations and individuals
has made the exhibition a reality.

Adam D. Weinberg
Alice Pratt Brown Director

2010



Acknowledgments

2010 marks the seventy-fifth installment
of the Biennials and Annuals at the
Whitney Museum of American Art.
Since the Museum'’s first Biennial in
1932, the exhibition has grown in scale
and importance for the artists involved
as well as the institution as a whole.
Every Biennial is an enormous under-
taking and requires the hard work
of many people both inside.and outside
the Museum. Our foremost thanks
go to the artists in the Biennial, and our
appreciation extends to all the artists
we visited during the research process.
Every artist we saw gave us ideas
to reflect upon while we were shaping
the Biennial, and we are fortunate to
have had the opportunity for a dialogue
with so many individuals across the
country. We are grateful to Adam D.
Weinberg, Alice Pratt Brown Director,
for inviting us to organize the Whitney's
signature exhibition, and we benefitted
from his ongoing support. We would
also like to thank Donna De Salvo,
chief curator and associate director
for programs, for her invaluable input
throughout the process.

The Biennial team deftly dealt
with numerous aspects of making
the exhibition a reality, but we also
thank them for their exchange
of ideas. Esme Watanabe, Biennial
coordinator, managed all aspects
of the installation process with patience
and humor. Margot Norton, curatorial
assistant, worked tirelessly from
the beginning of the curatorial process,
and her contributions can be felt
in all aspects of the exhibition. Laura
Phipps provided invaluable support,
first as an intern and then as Biennial
assistant. We would also like to
thank Taylor Haunschild and the other
Biennial interns.

8

Rachel de W. Wixom, head
of publications, and Beth Huseman,
editor, oversaw the creation of this
volume. Beth, in particular, worked
closely with us, the writers, and
the designers to ensure a cutting-edge
publication that reflects the spirit
of the exhibition. Adam Michaels
and Prem Krishnamurthy of Project
Projects executed a visionary
design, and we are grateful for their
innovation and hard work. Writers
Nicole Cosgrove, Hillary deMarchena,
Diana Kamin, Tina Kukielski, Fionn
Meade, Margot Norton, and William S.
Smith contributed intelligent
and thoughtful artist entries despite
tight deadlines.

This exhibition inevitably involves
the efforts of every department of
the Museum, and we thank the entire
Whitney staff, especially the following:
Jay Abu-Hamda, projectionist;
Marilou Aquino, director of prospects
and stewardship; John Balestrieri,
director of security; Jeffrey Bergstrom,
audio visual coordinator; Caitlin
Bermingham, assistant head
preparator; Richard Bloes, senior
technician; Melissa Cohen, associate
registrar; Heather Cox, conservation
coordinator; Anita Duquette, manager,
rights and reproductions; Rich
Flood, marketing and community
affairs officer; Seth Fogelman, senior
registrar; Carter E. Foster, curator
of drawings; Larissa Gentile, new
building project manager; Rebecca
Gimenez, head of graphic design;
Francesca Grassi, senior designer;
Matt Heffernan, assistant registrar;
Nick Holmes, general counsel; Tracy
Hook, associate major gifts officer;
Abigail Hoover, associate registrar;
Brooke Horne, administrative

coordinator; Chrissie lles, Anne

and Joel Ehrenkranz Curator; Anna
Knoell, graphic designer; Emily

Krell, coordinator of performing arts;
Kristen Leipert, assistant archivist;
Jeffrey Levine, chief marketing and
communications officer; Kelley
Loftus, paper preparator; Bill Maloney,
new building project consultant;

Carol Mancusi-Ungaro, associate
director for conservation and research;
Graham Miles, art handler, supervisor;
Matt Moon, art handler, supervisor;
Brianna O’'Brien, membership

and annual fund coordinator; Kathryn
Potts, associate director, Helena
Rubinstein Chair of Education;
Christy Putnam, associate director
for exhibitions and collections
management; Brian Reese,
publications intern; Gina Rogak,
director of special events; Justin
Romeo, executive assistant to

the director; Joshua Rosenblatt, head
preparator; Amy Roth, director of
corporate partnerships; Carol Rusk,
Irma and Benjamin Weiss Librarian;
Emily Russell, acting curatorial
manager; Lynn Schatz, exhibitions
coordinator; Gretchen Scott,
marketing manager; Matthew Skopek,
assistant conservator; Stephen

Soba, communications officer;

Barbi Spieler, senior registrar; John
S. Stanley, deputy director; Mark
Steigelman, manager, design and
construction; Emilie Sullivan, associate
registrar; Elisabeth Sussman, Sondra
Gilman Curator of Photography;

Mary Anne Talotta, senior major

gifts officer; Limor Tomer, adjunct
curator of performing arts; Beth Turk,
associate editor; Ray Vega, carpenter,
supervisor; Alexandra Wheeler,
associate director for development.

2010



The following individuals gener-
ously offered advice and support
throughout the process: Lina Bertucci;
Staci Boris, senior museum curator,
Spertus Institute of Jewish Studies,
Chicago; Benjamin Buchloh, Andrew
W. Mellon Professor of Modern
Art, Harvard University, Massachusetts;
Howie Chen; Apsara DiQuinzio,
assistant curator, San Francisco
Museum of Modern Art; Jarrett
Gregory, curatorial assistant, New
Museum, New York; Hou Hanru,
director of exhibitions and public
programs, San Francisco Art Institute;
Jens Hoffman, director, Wattis Institute
for Contemporary Arts, California
College of the Arts, San Francisco;
Anthony Huberman, chief curator,

St. Louis Museum of Contemporary
Art; Ruba Katrib, assistant curator,
Museum of Contemporary Art, North
Miami; Kristan Kennedy, visual arts
program director, Portland Institute

of Contemporary Art; Heather Pesanti,
assistant curator of contemporary art,
Carnegie Museum of Art, Pittsburgh;
James Rondeau, curator and Frances
and Thomas Dittmer Chair, department
of contemporary art, Art Institute

of Chicago; Jerry Saltz; Jay Sanders;
Mark Shortliffe; Ali Subotnick, curator,
Hammer Museum, Los Angeles; Tricia
Van Eck, assistant curator, Museum

of Contemporary Art, Chicago;

Hamza Walker, associate curator and
director of education, the Renaissance
Society, the University of Chicago;
Julie Rodrigues Widholm, Pamela
Alper Associate Curator, Museum of
Contemporary Art, Chicago.

We are delighted to acknowledge
the support and kindness of the follow-
ing galleries: 1301PE, Los Angeles;
303 Gallery, New York; ACME, Los

9

Angeles; Miguel Abreu Gallery,

New York; Nicelle Beauchene Gallery,
New York; Bortolami Gallery, New
York; Broadway 1602, New York; Gavin
Brown's Enterprise, New York; Valerie
Carberry Gallery, Chicago; Paula
Cooper Gallery, New York; D’Amelio
Terras Gallery, New York; Elizabeth
Dee, New York; Deitch Projects,

New York; Derek Eller Gallery, New
York; Gagosian Gallery, New York;
Gladstone Gallery, New York;
Alexander Gray Associates, New York;
greengrassi, London; Christopher
Grimes Gallery, Santa Monica;

Hauser and Wirth, London and Zurich;
Herald Street, London; Rhona Hoffman
Gallery, Chicago; Ibid Projects,
London; Galleria Francesca Kaufmann,
Milan; Sean Kelly Gallery, New York;
David Kordansky Gallery, Los Angeles;
Tanya Leighton Gallery, Berlin;
Luhring Augustine, New York; Matthew
Marks Gallery, New York; Mitchell-
Innes and Nash, New York; PDX
Contemporary Art, Portland; Pierogi,
Brooklyn; The Project, New York;
Ratio 3, San Francisco; Salon 94,

New York; Small A Projects, New
York; Tony Shafrazi Gallery, New York;
Smith-Stewart Gallery, New York;
Galerie Georges-Philippe and Nathalie
Vallois, Paris; VG Bild-Kunst, Bonn;
Michael Werner Gallery, New York;
David Zwirner Gallery, New York.

2010



#Qk@r

>
S

Philip-Lorca diCorcia

(b. 1951) / Mario, 1978 /
Chromogenic print, 20 x 24 in.
(50.8 x 61 cm) / Courtesy of
the artist and David Zwirner,

New York

m

1]




The Fence and the Bridge, or Regeneration Through Art

Francesco Bonami / Gary Carrion-Murayari

Exhibitions, biennials more so than
others, are defined by their time
frame, which is why we gave this
year's Whitney Biennial the simple
and indisputable title 2010. Time is
what makes shows different from one
another: the Whitney’s 1993 Biennial
differs from its 2006 Biennial not
simply because different curators
conceived it but because history
changes our perspective on art. If the
curators of the 1993 Biennial were
called to curate the 2006 Biennial,
they would have shaped a completely
different exhibition than the one
they curated thirteen years before.
The year signals a given frame that
defines the spirit of the show. It is
inevitable that art produced since 2008
was affected—even if not visibly or
directly—by the social, historical, and
cultural mood of the past two years.
The Whitney Biennial is about
art in America more than American art,
so its identity heavily depends on the
political, cultural, and social weather
of the country. During the last two
years the United States went through
a huge atmospheric shift. After a
period of political resistance came
a kind of ecstasy. “Ecstatic resistance,”
a concept conceived by one of this
year's Biennial artists, Emily Roysdon,
is grounded in feminist theory and
upends traditional forms of thinking and
categorization in favor of innovative,
plastic forms of communication and
imaginative new relationships between
the self and others. Not limited to
one medium or discipline, ecstatic
resistance shapes a form of personal
protest that initially seems unintelligible
or impossible. It is within this
reimagination of the body politic that
this exhibition falls.
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With the election of Barack
Obama, the clouds broke and the rain
of renewal poured over the entire
country. The presence of a reassuring
and inspiring political figure allowed
people to focus on their intimate
concerns again. Traditional forms of
protest and resistance were no longer
needed as in the years before when it
felt like the United States was losing its
moral direction. The year 2010 marks
a time when art seems to have gone
back to certain basic aesthetic rules
or what could be called a kind of self
modernity or personal modernism—
the need to rediscover the experimental
nature of the artistic endeavor and
politics within the self in order to
understand our role in a larger social
and cultural transformation.

A number of artists included in
2010 work within this kind of personal
modernism by reconstructing the styles
of earlier movements and bringing them
into dialogue with traditions of craft
and the handmade. These works, often
paintings, are self-conscious about their
relationship to history, interrogating
its gaps and distortions while also
reimagining personal images and
memories. This strategy is both critical
of Modernism and optimistic about
the possibility of rejuvenating the social
potential of abstraction. The abstract
works produced by these artists are
grounded in a careful consideration
of process and a refined sense of
skill, yet the finished works contain a
sense of accident, ephemerality, or
contingency. In addition, these works
foreground the gesture of the artist
even if it might seem arbitrary or
mechanized. It is incorrect to view
this type of abstraction—engaging the
past while also relying on choreography

and chance—as an embrace of
isolation or extreme individualism.
Instead it suggests a primary
reckoning with the body in relation
to the world and an optimism

in finding wonder in the most basic
elements of the everyday. These
improvised abstractions emerge
out of the same political position
as the open scores of John Cage,
Merce Cunningham, and Robert
Rauschenberg—an embrace of the
void as a model for an open society
in which all actions and individuals
affect one another.

Regeneration through art. It
feels as though artists all across the
United States are reaffirming the
importance of the individual gesture in
order to produce a collective change.
To a large degree the past eighteen
months of artistic production have
centered around a reconsideration
of the distinction between collective
and individual action. The grassroots
activism and political organization
that defined the Democrats’ political
triumph in November of 2008
contrasted sharply with the reckless
individualism that defined Wall Street
and the attendant financial ruin it
precipitated. This binary opposition
remains active in the postelection
debates about the merits of govern-
ment intervention versus the loss
of individual freedom. At first glance,
a lot of the work in 2010 appears
intensely personal and concerned
with simple gestures and everyday
actions—depictions of individual
bodies and stories, which might seem
at odds with a sense of community
and social responsibility. More
accurately, however, these artists are
constructing models that can serve as
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the foundations of lasting communities
and sustained critique.

These models can also be seen
as another potential collection—a
collection of bodies, gestures, and
strategies representative of a collective
coming into being. In this year’s
Biennial there are numerous images
of individuals and groups of bodies
in video, drawing, and sculpture.
These works form an appropriate
catalogue of characters for a time of
burgeoning hope within a world
of extreme violence, aptly illustrating
theologian Paul Tillich’s proclamation
that “every period has its peculiar
image of man.” This statement was
made in response to the 1959 Museum
of Modern Art exhibition New Images
of Man, and like that seminal show,
the bodies of 2010 shift from vivid
clarity and beauty toward grotesque
distortion, and they almost disappear
in the spaces they occupy, pass
through, and move between. To a large
extent, the image of the body that
2010 presents is one that is shaped by
physical, spiritual, or social violence.
The individuals depicted in much
of this work, whether real or imagined,
bear the scars of war, discrimination,
and hatred; they are attacked,
controlled, and disfigured. Visualizing
this attack on the body, however,
is not cynical or hopeless but rather
a new form of regeneration and hope,
providing an entreaty to individual
dignity. The disembodied parts
in Tristan Tzara's Dada play The Gas
Heart (1920) convey this message well:

Nose: You over there, man

with starred scars, where are
you running?
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Ear: I'm running toward
happiness.

The focus on individuality
suggested in much of the work included
in 2010 is countered by the country
coming back together and reflects a
sense of politics as being built through
personal encounters and dialogue.
Any idea of public speech and public
action is often a myth. In response,
artists have created space for perfor-
mances and potential encounters
among themselves and individuals
from different communities. Any new
collectivity begins with the act of one
individual meeting another. These
artists attempt to build collectivity in
a new historical moment. If the goal
for artists in 2010 is to find these
new communities, they start from the
position of one artist standing alone.

“Yes we can” is now “Yes | can.”
The “Yes | can” artist, like many we
encountered in our search for this
year’s Biennial, is curiously revealing
a resurgent interest in Herman
Melville’s 1851 masterpiece Moby Dick.
These artists view their practice
as a kind of personal undertaking to
battle or conquer something bigger
than life. And yet few of the artists we
visited had an attitude that could be
read as heroic. Most of them revealed
a meditative spirit—a deep need
to observe reality rather than act upon
it. Repetitive tasks, absurd gestures,
and the observation of the everyday are
treated as both subject and strategy.
Every action is a form of ritual and
performance. As Aki Sasamoto, who is
included in 2010, puts it, “the performer
feeds energy into the objects every
day, adding the boring and fascinating
history between a person and her

environment.” The domestic and the
infinite can often be found in exactly
the same place.

In a way 2010 is our Moby Dick.
How do you bring home that ominous
whale that every Biennial seems to
be without going under? First we—an
Ahab and an Ishmael—decided to look
for the whale where it was supposed
to be: the United States. But we
were not simply looking for American
artists; we were looking for artists
whose practice was committed
to a certain kind of American spirit.
For us, the question of what it means
to be American is obsolete. Instead
we asked ourselves what a Biennial of
American art means in an age of
global understanding. We thought that
geographic boundaries and limitations
would help to build a more defined
exhibition. We stopped at the Pacific
Ocean, the Mexican border, the Atlantic
coast, and the Canadian border.
We looked to Hawaii, but without
success; we did not feel too bad,
though, since Hawaii is celebrated by
having the coolest artist of all in
the White House.

But the first step in the hunt
did not start on the road but at home
in the harbor. This exhibition began
when the Museum'’s first Biennial was
conceived seventy-eight years ago,
and it presupposes that the history
of the Whitney is based on a collection
of Biennials and Annuals that exist
today as a collection of images of
dispersed objects and faded aesthetic
propositions. What remains of these
partial histories is imperfect, never
accurately representing the historical
moment from which they emerged.
These regularly occurring exhibitions
consistently fail to define a generation
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of artists (and in spite of complaints
from critics, its mission, stated or
implied, has rarely been to do so).
Instead the Biennial has historically
gathered a shockingly disparate range
of artistic positions, ones that often
unexpectedly linger or reemerge

in the contemporary consciousness
years later.

Since 1966, the Whitney's Marcel
Breuer—designed building has served
as the site for innumerable potential
encounters among artists, objects,
and viewers. This year the Biennial
extends to the Museum's fifth floor—
a space typically devoted to works
from the permanent collection—which
contains an exhibition of artists and
works specifically tied to the previous
seventy-four Biennials and Annuals.
Since the inception of these exhibitions
in 1932, the Whitney has devoted funds
to purchase work from them, acquiring
pieces that sometimes become iconic
and other times are rarely displayed
again. Therefore, the creation of
the collection has, in some ways,
mirrored the process of evaluation
and projection that is characteristic of
the Biennials and Annuals themselves.
We also considered the Museum'’s
collection as another artist and a
new territory to explore. Familiar and
forgotten artists are brought together
to demonstrate the influence of the
past on 2010 and suggest other
potential histories for the Whitney as
both an institution and a collection.

We curated the collection as
a Biennial and then applied this
idea to the Biennial, curating it as a
collection. Using the collection offers
an opportunity to understand that
this year's Biennial is both a fence
and a bridge. A fence because a lot
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of the art presented is challenging
and, as a result, keeps the viewer at
a distance; the fruition of the new is
always more complex than the fruition
of the established. A bridge because
by looking at works drawn from the
collection, the viewer will understand
that some of the art now revered

as classic probably faced some sort
of resistance when it was shown in

a Biennial or an Annual. Although this
resistance brings us back to the time
frame that defined the work, we see
it without the fences of that moment.
Now we can look at it closely, and
time serves as another sort of bridge
that leads to a better understanding—
crossing the present and joining

the past with the future.

The Whitney's collection was
this bridge to the boat. Back in the
harbor it became clear that the whale
in the Museum, the Biennial, is only
part of a bigger whale still out there.
But knowing about the larger ocean of
American art was extremely relevant
for the building of the exhibition.
People feel that the sole purpose of
the Biennial is to include and exclude.
The final list of artists is often
perceived as the whole body of the
show, but in reality it is just a big bone
or one part. This bone also recalls
the carcass that is emblematic of
Santiago's intensely personal struggle
with the marlin in Hemingway's
The Old Man and the Sea (1952).
Looking at artists across the United
States made us understand that
this exhibition is not the result of
inclusion or exclusion but of a series of
encounters. Most of these encounters
did not end in an invitation, but
the exchanges brought something to
the exhibition. We met a great number

of artists who, although not selected,
gave us ideas, inspiration, and even
suggestions on how to proceed. We
are grateful to them as much as we are
to those invited to the Biennial. Many
helped us figure out what 2010 is about
even though they did not match what
we where looking for. What we where
looking for? In fact we still do not know.
We will only know what 2010 is about
when the dialogue among different
artists plays out in the exhibition for
the viewer who has not been with

us for the entire research and selection
process. We cannot show the work

we did not choose but that still meant
something in the Biennial structure.
We cannot share all the impressions
and experiences we had during the
months of traveling to different studios,
but we did come to realize that not all
art, even if it is good, should be shown
in the Biennial. There is some art that
exists in isolation—inside a protected
environment—and would not gain
anything from being excavated and
brought to Madison Avenue. Artists

are sometimes on an intimate, spiritual
journey and de not need exposure.
Jokingly we called these kinds of artists
Una-artists—people who see the world
and interpret it, luckily through art and
not explosive parcels, from their own
cabin and on their own terms. Their

art coincides with life and does not gain
anything through achieving visibility,
recognition, or conventional notions of
“success.” As curators we were slightly
tempted to include the self-contained
work of these types of artists as
Biennial trophies. But we resisted the
temptation, thinking it would have been
unjust to break that kind of balance

in an artist’s life—an ecosystem that
does not need the Biennial or any other
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