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Toward a New Definition of “Strange”

JAMES ELKINS

Sorry to be so contranian, but | want to begin by saying why neither the informe nor
beauty are operative concepts in this exhibition, The snforme s an exdremely tempting
cancept for an increasing number of artists: i1 seems to offer a way out of Greenbergian
medernism, a way around the current fascination in cyberspace and unreflective multi-
media installation, a strang antidele to current practices that still depend on romanticism
and the sublime, an alternate to current conceens with kitsch and camp, and an improve-
ment on theories of abjection, the body, and horror. It does thoss things: but it is alse the
very specific product of just two art historians (Rosalind Kraugs, and to a much lesser
degres Ye-Alain Bois), at a specific place in their careers (for Krauss, a moment in which
it seemed important to resist readings of surreatism and Bataille proposed for example
by Georges Didi-Huberman), responding to particular historical sources (Bataille's dic-
tianary, and the pewly-rediscoversd women susrealist photographers), and reconfiguring
particilar disciplines (especially the intersection of arl criticism with the arl history of
surrealism, an intersection that is put ko work throughout the book Formiess). So the
Ifnformte needs to be used with caution, if it is to be applied outside the parficular concerns
of Formiess. Can it really be a pass-key for current post-minimal practice?

Well, luckily | can't answer that in this essay, Given another 30,000 words | would want
to argue (hat the informe is the theary du four, which actually functions in an illogical
manner to get all sorls of unrelated proects started. | like “ruptured beauty” better, except
{hat the current renascence of beauty is so utterly conceptually confused (Steiner, Hickey,
Mehamas, Scarry, Beckley, Saint-Girons—the situation isentirely ridiculous). There is no
thepsy of the emergence of beauty. even Hickey's theory is S0 tiddled with contradictions
[and his teaching shat thraugh with inconsistent students) that it is more an inspiration
to change than a coherent program. “Ruptured,” on the other hand, seems exactly right.

Let me propose, prowsienally, that the works in this exhibition share & sense that the
immaediate past is slightly but not ireparably broken, and needs to be repaired—nal a
postmodemn alienation, or a nihilistic dismissal of history, but a feeling that the past
Ias just fractured a bit, and therafore needs 1o be treated as if it were a broken limb or
2 machine that has recently stopped working. Meedless to say "sirangensss” as I'm going
to define it isn't a Resetta stone for this exhibition o for current art practice; but it is-a
concept that | think applies far mose widely, and mose closely, than the infprme or beadty.
Some brief examples:

|. Parhiaps the closest to the informe 15 Jocalyn Nevel's wark, but with an important (in
fact, debilitating) caveat: Krauss and Bois axplicitiy deny that the informe s related to the
abject, and Nevel's work belongs clearly in the Tatter tradition. ft descends in interesting
ways from minimalism, and it owes its themes both to Pop snd to Eva Hesse: but it 15 jost
the kind of work thal Krauss excluded from Formiess, Thal move, in formless, is perhaps
historically implausible givén the incrementa!l closeness of the abject and the fmformme
in the present context, iUs interesting that Nevel's work also asks for a rethinking of the
ukifity of the oider traditions—there’s a dislocation, 3 “ruplure,” in the wse of recent art
mistory, which fits my theme

2. Angther of the Sillegitimate” readings of the iforme equates i with whatever is
taken to be unrepresentable. Shane Huffman's installation includes ali kinds of ordinary
objects imaginad. as it they were The exotic and nearly invisible traces and nolations of
science. Ultimately, work of this kind fincluding, tor example, the overtly domestic images
made by Marco Brever) owes its penealogy nod to Bataille bod to Jean-Frangois Lyotard,
especially the seminal ehibition Les fmmatereir which posited 2 postmodern sublime
understord a3 immanent presence without signification. (A recent continuation, in mod-
ernist mode, s Main Besancon's book The Forbidden Image) The mare mystesious the
traces, the deaper the advance into the unrepresentatde: such 5 the proposal made by
this kind of art, which | find very promising. it's also the case that the: past-—in this case,
the past of art that worked with science—is in need of exdensive rethinking

3, Michael Kiresuk's paintings belong mace systematically o the same post-minimalist
field, whese “systematic” denotes an absence of references outside the immediate domain
of painting {as it's defined, in particular, by Stephen Meiville's very important catalogue
Az Painting), His multiply-layered paintings also reluse to display the fastidious and labor-
intensive manner in which they were produced, unfess—as he says—a viewst happens (o
notice the thickness of the paint in cross-section. That reticence is extrame, but it could
be made even more so; it could be absolulely disguised, and al the moment there is
nathing in the logic of the paintings themselves that would argue against such 3 move,
unless it 15 a sense that the way forward cannot be any simple extension of minimalist and
supportisurface methods—and in that case, again, history is just a bit dislocated. The
guandary over history's health is part of the field of ambitiows painting after minimalism,

4, Mane Krane Bergman's paintings are informed by the same history—a histary, as
Melville says, in which painting can no longer go on being counted as it has been in the
past. 83 a succession of individual exemplars or masterpieces. Instead painting has to
remember that history, and acknowledge its impossibility (that is, it no longer possible
for any single painting to exemplify Painting for any given mament], while at the same
firne working in such a way that "counting,” as Medville puts it, can continue as a possi-
bility, Bergman's paintings do that in an exemplary fashion, engaging the history of
mintmalism and also painting's illusionistic past. They work “as painting” (Mehalle's
ferm again): as examples of what painting’s ambition can do, and what it has fo leave
behind. Bergman systematizes illusion as if il were 3 child who has misbehaved—
regimenting, quantiying, and measuring oul how ilusion can woek, and dispersing it
{in an wltra-rational but private fashion) across several canvases and numbered projects.
This is illusionism remembered as & machine, and minimalism practiced as a code:

& very promising direction for painting, ong with paraliels to Duchamp's utterly unbeliey-
able but deeply professed inferest in science.

The artists in this exhibition are skeptical about particular elements of the histary of
modernism: in Nevels and Hulfman's work there are mulhiple objects of skephicism
{science, reason, Pap, the abjecd, adequate representation); for Miresuk and Bergman il's
painting as method, or method as painting. One of the affacts of such work IS sirangeness,
which I'll define here provisionally as a sense that history has become eithér unreliabic
or dysfunctional, and therefore in need of adificial regimentation-and profracted study,
Strangeness in this sense-is different both from suerealist anheimiichied and from past-
madarn alienafion or appropriation. This is wark 1hat takes history senously (otherwise
| wouldn't be writing this catatogue): but a commaon thread is the eddity of the operations
that seem necessary to reconfigurs the broken machinery of the past into some kind of
warking order,

&, Frances Whitehead's work &5 dense with the kind of stranpeness | have in mind. Her
scuipiore i from 2’ late-romantic classic, Holland's Motk Book, which is Tull of postic
apostrophes about the luscious and sensual (and anti-sacial) business of moth collecting
in places like China. It's #lso full of Yictonan senousness about natural history, and replele
with Latin names and dey descriptions. 50 whal does an enormaus version of an early
twentieth-century spreading boang {2 disused ind of board, itself an antique) have to.say
ahout sculpture, abaut natural history, about the bodies of the collector and the moth,
about the emvironment, and even abaul fate romanticism? Lats of things, but let me close
by mentioning just one. which has resanance with all the warks in this show: et me
propose thal the sheer size of the chiect is 3 lovely way of proposing the enormous
conceptual machinery that is needed—that would be nepded—1to bring thesa themas inta
he twenty-first century, Cultural dislocation, as in a broken hip that needs an artificial
jaint: that is a princigal form of art history at the moment
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Five Footnotes to An Essay Conceived While Lying
on a Philosopher’s Couch

JEREMY BILES
FOR DANNY HOFFMAN

The other moming, atter 2 fate night out dancing with & phitosopher friend of mine, | awoke
to find myselt sprawbed on & couch in this fnend’s apartment. | tried, but failed, to gel up, so
instead reached out for a book of Chinese philosophy that happened 1o be sitting on the nzar-
by eiffee table, | opened the book and, by chance. my eyes fell upon the words ol Hul Shih

“Heaven is as low as earth, Mauntains and marshes are on the same level. The sun at nocd is
the sun setting, The thing born s the thing dying.”

Thie callapse of the ethereal beauty of mountains into the murky squalos of marshes -— na
less sesthing with [ife than fulminating with decay’ — is an image dear to the French writer
Georges Bataille. Indeed, this very sentiment 15 expressed with acertic clarity m his 1529
essay "Foomless.” where he claims that

A dictionary beging when it no longer gives the meaning of words, but
their tasks. Thirs formiess is not only an adjective having a given meaning, but
a ferm that serves to bring things down |n the world [dectasser], generally
requiring that each thing have its form, What it designates has no rights in any
sense and gets iself squashed evarywhere, like a spider oe an earthworm,
fact, for academic men to be happy, the universe would have to take shape. Al
of philosophy has no other goal: i is a matter of giving & frock coal to what is,
a mathematical frock coat. On the other hand, atfirming thal the wniversa
resembles nothing and 15 only formiess amotnts to saying that the unverse 15
something like & spides or spit { Visions of Excess)

The task, the job, the action of the fermless is to bring things low, to declass and declas-
sify.’ Moreover, it 15, as Rosalind Krauss has made clear, not best thought as the opposite of
form, but s an operation, a “possibility working at the haart of form, 1o erode it from within.
Working, that is, structurally, precisely, geometrically, Iike clockwork” (The Optical
Unconseions ),

fis it retates to anl, the operation of the formiess is perhaps most unséttiing in works of
apparent formai elegance and beauty, Such a claim resongles with Bataille, wha states that
“the more equilibrinm an object has, the more completa it is, . . . the greater the disequilibn-
um of sacrifice that can resuit” (Guiiy)

Equilibrum, stability, completion, and miggral farm are defining charactenstics of classical

beauty as it derives from the Platonic idea’ Bui while Bataille values these qualities, he does
50 precisely because they set the stage (or prepare the altar) for the thrill of transgression, the
agonized ecstasy of rupture, the heated joy of sacrifice.

The formiess is indead an operation—a sacrficialoperation. In art, it can even be thought
of 2% a methad, akin 10 technique in sacnfice. It 153 way of doing wiokence to any aesthels
idealism that would legislate beauty, confining it within the stuctures of philosophical statal-
ity and the ngors of habit.

To say that the lormless is @ sacrificial operation, however, s to suggest that ts effects
are nod only obiservabla in warks of art, but extend, contagicusly, to those wha encounter them
Like sacrifice, the work of the formless in art demands a risk from those who would witness it
s Bataille never tires of telling us, the victim of a sacrifice is the witness who identifies with
the sacrificial abject, and the joy of the celebration is avaifable to those of us who engage in
a “conscius refusal W Hemit owrselves within our indlvidual personalities,” vur secured and
integral selves, our personal fooms (Erahism.

Sactifice, in ather wards, delivers the victim from the warld of reasaned order and calcu-
[ated ulility. It ills what is & mene thing in the object and retums it to 2 sacred realm of
“unntelligible caprice,” beyond all “ties of suboedination” (Theory of Redigion). In the domain
ot art, it is beauty concerved of as a mere thng, a regulatory template, that the formless
corrupts, whether it be by the biatant tacticity of base matter and heterogenous matenal,” of
by working structurally o fissure or cormade structune

Thie formless s thus analogous to sacnfice insofar (s i makes things sacred. “Sacred.” it
is well known, means both holy and cursed; it denotes an ambivalence, even a coincidence,
belwean high and low, attraction and repulsion. To sacrifice, to make sacred, is therefore to
tissolve, In & mament as dangerous to tormal beauty as it is to the witness, the limits sepa-
rating high and low, to give death to that which isolates us in our hermetic forms. To witness
the formless is thus to put yourselt at risk, to be aitered, to allow it to “break the habitual
hoemageneity” of your persan, to be wounded for 3 time by a ruptured and rupturing beauty
It 1% to be fascmated unto exhaustion—as Bataille says, like the light ot a star annihilating
the star itselt " 1t is to spend it all, to expenence a litthe death, to fall up or down—it hardly
matters which—, to dance with taxic joy, and to collapse, again and again, fike a spider ar
spittle. onto & phitasopheat's shapeless couch,

'The language of Mowers, Batallle was fascinated by Van Gogh's choice 10 paiol his sun-
Howers not-at the helght of thedr brilliance, but rather after they had fallen from their apexes,
wilted by the sun. Bataille also made much of the fact thal while the extetior aspect of the
flower corresponds to a human ideal of beauty, whet the levely petals hide is the “sordsd tutt”
of the sexual organs. That Marie Bergman paints the dismantied petals of wiiting fowers
within the structure of & grid says less about the organizational capacity of the gnd than
it does about the corrosive function of the organs that these petals had once concealed. |s it
thios amy warder thatl the pelals that had formed the flower's symmetrical carolla have fallen
fram their formes height info a heap—a heap that remains, like & glaring atfront to. any
categoeical imperative, al the level of the groin?

“Horizontality'declassificalion, The etymology of “entomology™ F entomologre, fr. GX
enfamon insect (fr, newt. of emtomos cut up, I en-+ lemnein o cut), There is a side of ento-
mology that dedicates itsell to classification. It is this side of the stience that Bataille, whose
notion of the formless functions to declassify, would have disdained. One finds an expression
of this disdain in Frances Whitehead's setting board, modebed afier those used for insects, but
tis-proporfioned to human size. Hardly an accommodating piece, however, this rack is one that
undercuts the erect posture of humans, and lunctions to cut away at the vertical {one might
say “phalic”) columns to which classilication s marsied. One imagines these columns top-
pling like agitated obalisks al the very mament that a peeson lies upan the rack as an an altar
The remnant of such a sacrifice would be anky a frock coal—rmaoth-gaten, riddled with hales,
desoured by Uhe hungey mowths of a thousand insects that are no longer a class, but 3 swarm

‘nsubordination. In elaborating the notion of a dialectic of forms, Bataille cites a study
in whigh @ serigs of exposures of ditferent human laces onlo phofographic film reveals a
compasite image of a formally perfect countenance—a Platonic, ideally beautiful face, This
kind of beauty, he notes, remains under the aesthetic thumb of a classical, common measure
But each individuai face, deviating from the standard of the composite, is to some degres
monstrous. Michael Kiresak's works operate on a simblar logec, but in the opposite direction,
a direction in which Bataille would have delighted. Layering screened acrylic on & plexighass

support, the artist develops a thick accumulation of supenmposed grids The layenng has
the effect of suppuration, with the excesses of the medium causing deviations from the
typological perfection of the screen. This insubordination of material facts, to use Bataille’s
terminalogy, swerves Iram the farmal pattern, issuing in @ moiré. a delium of trembling
erosses—structure sent wavering by the forces of 1ts own medium. A single grid may appear
a5 Platonic perlection, but the accumulation of many gves birth to monsters

'Desublimation. Bataiile once wrote, I think like & girl taking oft ber dress.” Jocelyn Nevel
evidently thinks like a woman taking off it only her deess, but hee bra and pantyhose, as well.
The bras which, one imagines, might once have been osed to keep certain things in their
proper place; now lay an the floor in @ limp and elegantly reticulated weave, fike a spider
web which, having succumbed to gravity, can no longer trap amything. And one can hardly help
but think of Freud when coming face fto face with the crotches of pantyhose that span
he embroidery hoops ke a series of blank, ecstatic eyes. Freud will tell you that civilization is
possible because of an upward displacement of the genitaks in the guise of the eyes: sublima-
tion, Bul what if the eyes themselves appear pasodically, as thess ocular swatches which have
erupted from below? Return of the repressed — as a return of the undressed,

‘Centrifugality. The tattoo on Shane Hutfman's anm . . a lunar cycle . .. affirming Bataille's
pronouncement; . . . “there are ro vibrations that are not conjugated with & continuous
circular movement” . _ . tears i the form of statterblown glyphs - . . a vertiginous fall toward
the sky . .. dirt on the ground a parady of the planets . . . rubble of “planetary systems that
furn in space Iike rapid disks, and whose centers also mowe, describing an mfinitely large
circle, . . away continuously from their own position in ceder to return to it. completing thair
rotation” . . . an eclipse . . . “a sublerfuge of memary” .. . as high as your feet. as low as the
shy . . stars strewn like pages tom from a book . . _ & dizzy clutter in clockwork ebb and flow

. “the simplest image of orgamc |ife united with rotation is the tide” . . . swimming m an
oeranistic sea -, . words flung in ever widening circles . , . @ spiral . . . “the Iwo pamary molions
are motation and sewual mavement” | . the earth eroded benesth-a vault of forgetting .
“heings only die to be bom” | . again. . _.
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Rupturing Beauty

I contemporary painting, the search for that which most ruptures the highest elevation, and for a blinding brithance,
has a share in the elaboration or decompasition of forms.
Georges Bataille, from Roffen Sun, 1930

While works in Rupturing Beauty hald varying dialogues with Georges Batailie’s ideas, the
artists have created excepticnal art independent of this asseciation. We chose the artists
because of their nontraditional ideas about beauty or form. These include either beauty
{"the highest elevation”) erupling or rising oot of something low, or beauty itself being
ruptured, broken, or sacrificed. For the catalogue, two scholars, Jeremy Biles and lames
Elking, have produced radically different interpretations of Bataille's influence on the
conception of the exhibition, We celebrate this rupture and perceive if as an infegral part
of an ongaing inguiry in contemporary art. Francoiss Meltzer and Amy Hollywood of
the University of Chicago will further this comversation in lectures-on February & and 20,

The two painters, Marie Krane Bergman and Michael HKiresuk, demanstrale the
dechoamy. They strip the act of painting of its typical elevated associations, but their final
warks achieve a subtle and new beauly. While maintaining the traditional rectangular
form, they simultaneously mock it as arbitrary—capable of infinite expansion in any
direction with no right side up or upside down,

Kiresuk’s methods belie the impetuous moments when, dyeing Easter eggs as children,
wie poured all the colors together to produce he gray egg. In “Life Like,” Hiresuk has trow-
elled B0 thin layers of acrylic through window screening onto Plexiglas, Four transhucent
layers of magenta, black, yeltow, and cyan produce an earthy gray, As he spreads each
layer, these pune, intense colors aré corrupted or canceled—ending in the neutral shade.
Bart unlike our childhood egg, the original colors are not obliterated, but radiate oot of the
surface and as quickly dissofve back info it. The telltale grid of the screen archives the
artist's meticolous process and obsessive repetitions. This caseful, cintrolled process
jromically creates: larger patterns thal appear randomly-across the surface. We see
abstracted natural forms that seem fife fike,

Whereas Kiresuk starts with simple-color [2yess and ends with absiracted landscapes,
Bergman has shredded the gentee! flower painting into an elemental color code, “Part of
One Year (unefluty)” results from two years of observing the fowers of a single hydrangea
tush. Month atter month as the fower heads formed, bloomed, withesed, and finally
coilapsed, she has recorded the colors in small marks on a gridded ground—Iike a
serivener marking down gains and losses in a ledger baok day after day. Bergman reduces
the painter's entire repertoire to & single mark. She tejects traditional painterly expres-
siveness, and instead repeats the same mofion over 22,000 times to create the painfing
When complete it has no defined top or bollom, Its placement becomes our choice,
Traditional flower painting has bean transformed into a recond of time and the: artist's
obsgrvation of the inewitable decay and collzpse of beauty, Buf free 1o Georges Bataille,
Bergmans observation of collapse and her simultansous rejection of expressivensss
prodiaces a beauty that is radically new — serene. compelling, and monbund.

In contrast to Kiresuk's and Bergman's processes. Shane Hiaffman's cannot be con-
tained withir a rectangle, Instead, we feel as if we are seeing raw. unfinished works. His
meces explode Trom the image onto the surrounding paper and the walls, Photographic
images are amplified with drawings, noles. and arrows. Neither can individual works be
chearly delimited. but instead fiow from one info the next as they are taped or pinned fo
the wall, The work appears as-a snapshot of an arlistic momant rather than as 2
concluded artistic product. But even that momentary stillness of the gallery installation
is disrupted as people maving through the gallery eclipse projected images. In the same
manner, the images transmogrify. On first Impression the work is Tilled with heavenly
bidies—phases of the moon, the night sky filled with stars. planets captured by a NASA
tamera ready for the next edition of National Geographic. But in reality they are bits of
cement on exposed photo paper or photographs of floor or dirt. Great sweeping galames
are simultaneausly particular spots or places where personal pain, stimuli, or memories
fester. They are embarrassing moments of childhood or interactions with family of
intimates. Far Hulfman, there 15 no separation bebween the fow and the high, the
beautilul and the mundans,

The two sculptors in the exhibition, Frances Whitehead and Jocelyn Nevel, radically shift
the context in which we perceive notions of beauty from popular culture.

Frances Whitehead's tnstallation raises the specter of pendersity inherent in some
forms commaonly thought to be beautiful - the mounted butterfly. She has jutaposed a
case of exotic moths with the instrument, the setting board, that was used to preserve
them, Whitehead twists that juxtaposition by scaling the setting board to human size. We
see the final torture instrument from the insect’s perspective. The viewer becomes the
Insect—recalling the narrator in Efiot’s S, Alfred Prifreck contemplating his fulure:
“When | am pinned and wiggling on the wall, how shall | spit out all the butt ends of my
days and ways?” Whitehead rhetosically ashs the question, “Would we be as willing to
pin, presarve, and enjoy these creatures if the members of the order of Lepidoptera were
comparable fo gurselves?” Qur response may be banner-waving animal rights fervor or
wry bemusement with such political stances. Qur reaction may also be laverad with aws
al the scientific process of collecting and calegorizing o even the sadomasochistic
eroticism of being strapped and pinned 1o such-a bed,

The fifth artist. locelyn Newel, challenges our nations of beauty by transtorming the
underpinnings of teminine allure—brassieres and pantyhose. n the case of “Bras”, the
commaon faundation of famaie form, the brassieres become a flattened, lumpy, that is;
formless, rug. Likewise the most intimate parts of panty hose are stretched and displayed
like stained-glass windows in the series “Crofches,” Newel coltapses and stretches and,
in the process, warps our erotic assockations with the original materialz. We ara confront-
ed with a vista of wrinkled breasts at our feel or crotches farger than our heads hanging
daintily m quitting hoops, These latter works also resonate with the social and racial
issues of commercial culture's definition of beautiful skin and skin tone. As with
Whitehead, Nevel takes commranplace fornts of beauty and prods us into discamfort at the
same fime a3 she creates witly, engaging objects we can enjoy

None of the five artists poes to the excesses or exdremes that Georges Bataille craves
in his exhortations for “ruptuning beauty” but all ilusirate the rchress &nd vanety that
contemporary artists find when challenging and deconstructing that fraditional fenet
of ant—form.”

Chusck Thurow and Patricig Swansan. Curators
anary, 2002

“The cutators would ke o recommend, a5 well as recognize their indebledress to, Yva-Alain
Bois and Rosatind E. Krauss' Forovless: & User's Gurde (Rew York: Zone Books, [997).
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Artist's Biographies

Marie Krane Bergman received a BA in philosophy from
Northwestern University and, in 2002, an MFA in painting
from the School of the Art Institute of Chicago. Bergman’s
luminous paintings represent her practice of looking at one
flower over a long period and recording the color she
perceives as the flower deteriorates. Each painting consists
of thousands of repetitive marks and addresses questions
about the passage of time and other ephemeral qualities of
life. In addition to her painting practice, Bergman operates
The Showroom in Chicago and explores alternative modes
of art production and presentation, often in collaboration
with others. Her work has been exhibited in Chicago,
Colorado and Amsterdam.

Shane Huffman, trained as a photographer, is a multimedia
artist whose work reveals his fascination with astronomy
and the laws of physics. He invests these scientific
concepts with personal memories and intimate associa-
tions. In the last year, Huffman's work has been shown

in two Chicago galleries. He received a BFA from John
Herron Scheol of Art in Indianapolis and will complete

his MFA at the University of lllinois at Chicago in 2002,

Painter Michael Kiresuk concerns himself with purely
material explorations and the paradoxical move into
illusion. Using many layers of pigment to achieve a mono-
chrome, Kiresuk creates work that is both perceptible

and elusive. His BFA in painting is from the University of
Minnesata and his MFA from the School of the Art Institute
of Chicago.

Jocelyn Nevel is a photographer and sculptor whose works
have been shown throughout the country. Using the
material of everyday life, such as clothing, hair, tea bags
and dryer lint, she creates works of unusual beauty and
tactility. Nevel took her BFA at Ohio State and earned

her MFA at Columbia College Chicago. She is currently an
Assistant Professor of Photography at the University of New
Mexico in Albuguerque.

A sculptor, printmaker, and installation artist, Frances
Whitehead's work has been exhibited internationally.
Bringing the issues and images of science to the world of
art, the artist focuses our attention on the intricacy, beauty
and utility of unseen objects. The recipient of a Lovis
Comfort Tiffany Foundation Fellowship Award, Whitehead
has also received grants from the National Endowment for
the Arts and the Ford Foundation, among others. She is
Professor of Sculpture at the School of the Art Institute of
Chicago and Director there of the School's Sculptural
Practices Initiative.
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