Heefni til breytinga er naudsynleg lifsafkomu baedi
tungumals og listar. Tekninyjungar sidustu ara hafa haft
ahrif & notkun okkar & tungumalinu. Hvada ahrif hefur
petta & pad hvernig vid skodum myndlist sem felur i sér
texta? Eda, eins og & vid um nokkur verk syningarinnar
Art=Text=Art, list sem fjallar um auglj6san skort a texta?
Hofum 1 huga ad fyrir mérgum okkar er upplifun af texta
onnur en han var fyrir adeins aratug sidan. Fyrir tilstilli
teekni, og pa sérstaklega smaskilaboda og tolvupdsts,
hafa skrif og lestur prongvad sér inn 1 lif okkar par

sem pessa naut ekki vid adur, svo sem i mitt samtal,

a fundi eda fyrirlestra, vid akstur, i svefnherbergid og
badherbergid. bessi fledandi og takmarkalausa tenging
vid texta hefur ahrif & skopun textamidadrar myndlistar
a tuttugustu og fyrstu 6ld og breytir upplifun okkar af
slikum verkum sem gerd voru a arum adur.

Petta sést pegar tveer teikningar eftir William Anastasi,
Ordateikning yfir hradritunar efingu frd 1962, eru bornar
saman vid verk Annabel Daou, Yfirlysing um dstadu og
naudsyn pess ad vighdast fra 2006. I verkunum premur
er rithdnd listamannsins og texti sem upphaflega er
eftir annan hofund. Verk Anastasi byggja a afingum

i hradritun en verk Daou er handskrifad afrit af skjali
sem Thomas Jefferson gerdi i addraganda frelsisstrids
Bandarikjanna arid 1775.

Anastasi kynnti sér strauma 1 heimspeki og taknfraedi
og kannadi samband tungumals, myndar og merkingar
likt og fleiri af fyrstu kynsl6d myndlistarmanna sem
markvisst notudu texta, listamanna eins og Lawrence
Weiner, Sol LeWitt og Robert Barry. A teikningu
Anastasi eru prentud hradritunartakn sem hafa enga
tengingu vid ordin sem listamadurinn handskrifar.
Pessi tengsl orda og takna fa ahorfandann til ad velta
fyrir sér hvernig merking er gefin til kynna og hvernig
hin verdur persénuleg. NG i byrjun tuttugustu og fyrstu
aldar syna teikningar Anastasi ekki adeins taknfraedileg
merkingabrigdi heldur minna peer einnig a veika st6du
handskriftar sem tjaningaradferdar og samskiptamata.

f fyrstu vekur afritun Daou sjonraena hrifningu
vegna magns hins handskrifada texta sem komid er
fyrir & tiltdlulega litlu bladi. Pad val Daou ad nota
handskrift 4rid 2006 byggir & 6dru en akvordun
Anastasi ad handskrifa 4rid 1962. A timum sifelldrar
notkunar fartélva, snjallsima og spjaldtélva asamt
frjalsum adgangi ad sogulegum skjélum a internetinu,
undirstrikar handritud afritun texta ad upplifun hans
sé badi hugleg og likamleg. Ahorfendur samtimans
skynja, ef til vill 6medvitad, hid mikilvaega samband
texta og handar sem vitnar um afar persénulegan,
timafrekan og dreltan samskiptamata.

Fortidarpra, sem p6 virdist an asetnings, einkennir
nokkur verk syningarinnar. Frimerki Donald Evans fra
attunda aratugnum sem gerd eru fyrir imyndud samfélog,
postlist Ray Johnson fra dttunda og niunda aratugnum
og ART FOR UM &skriftarseria Buster Cleveland fra tiunda
aratugnum eru verk sem erfitt er ad skoda an pess ad
leida hugann ad hverfandi notkun pastpjonustu.

f nokkrum verka fra sidustu tiu arum eru notadar
adferdir sem eru & undanhaldi vid skrasetningu,
dreifingu og méttoku texta. Allyson Strafella og Stefana
McClure nota tdkn og einkenni vélritunar en & pann
hatt ad pau verda gagnslaus sem samskiptamati. Karen
Schiff visar i framsetningu texta og mynda i dagblédum
og myndskreyttum handritum. Med pvi ad nota gamlar
og gulnadar bladsidur skapa John Fraser og Suzanne
Bocanegra 6ljosar frasagnir (r audpekkjanlegum
efnividi sem vekur upp minningar.

Onnur verk syningarinnar minna okkur & ad lestur

er lerd athofn. Pad a vid um prentverkaseriur Mel
Bochner, Ef liturinn breytist..., fra arinu 2003. Verkin syna
sporoskjur eda rétthyrninga 1 bjértum bleklitum en yfir
ba hefur Bochner prentad tilvitnun 7 texta austurriska
heimspekingsins Ludwig Wittgenstein, Remarks on
Colour, med svortum sans-serif hastéfum. Textabrotid er
prentad & ensku og pysku og pydingarnar settar hvor ofan



a adra. Bochner leikur sér ad hugmyndum um torraedni og
gagnsai tungumalsins (bema sem hann vinnur stédugt
med 1 verkum sinum), skilgreiningu a litum og pad ad vera
6feer um ,,sja“ listaverk fagurfraedilega samtimis pvi ad
lesa texta & sama fleti.

Verk Cy Twombly sem er an titils fra 1971 og 35 dagar
eftir John Waters fra arinu 2003 reyna & polmork
leesileika handskriftar. Grdtt Sex eftir Ed Ruscha fra
1979 og verk Susanna Harwood Rubin, 102 boulevard
Haussmann fra 2000, nyta getu hugans til ad pekkja
ord med lagmarks vishendingum og tengja pessi

ord personulegum tilvisunum. Innan samhengis
syningarinnar verda akvedin verk lasilegri, eda i pad
minnsta textalegri, en ef pau vaeru synd ein og sér. Sem
dami ma nefna Urklippubok eftir Jane Hammond fra
2003, sem birtir persénulegan og myndranan ordaforda
listamannsins, prjar stadiur eftir Christine Hieberts,

An titils (brennimerki) frd 1998-99, sem synir ad pvi er
virdist nytt letur og verk Joel Shapiro fra 1969 par sem
skraning smarra fingrafara gefur til kynna 6hugnanlega
skrasetningu mannlegrar hegdunar.

Nokkur verk & syningunni visa til pess hvernig
upplysingar og téluleg gégn eru myndgerd. Eldri

daemi er verk Mark Lombardi, Uppbygging spilavita G
Bahamaeyjum fra um 1955-89 (fjérda ltgdfa), sem gefur
skyringarmynd af floknu og spilltu kerfi valdatengsla og
peningaflaedis & milli einstaklinga og fyrirteekja. Annad
deemi eru verk danshéfundarins Trisha Brown fra arinu
1975, hugsud sem hjalpartaekir fyrir dansara svo a0 peir
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sjai fyrir sér uppbyggingu og ferli hreyfinga i dansverki.
I nylegri verkum & syningunni vinna listamenn einnig
med akvedin gogn eda upplysingar. Persénuleg thlkun
og 6regluleg afritun sem koma i stad stodlunar gera
verkin po sérstaklega ljodraen enda vikur hagnytur
tilgangur fyrir listraenni tjaningu. An titils (sjavarfalla
teikning) eftir Jill Baroff fra arinu 2006 er hluti af

seriu verka sem taka mid af skrasetningu vatnshadar

a mismunandi st60um a um pad bil tveimur til premur
dégum. Hins vegar virdist verkid fremur tdlka hrynjandi
vatnsins fremur en gefa til kynna raunverulegar
malingar. Pensilstrokur (r Viktoriénsku blomaalbdmi:
Draumséley eftir Suzanne Bocanegra fra arinu 2000
likir eftir og flokkar pensilstrokur myndskreytis bokar
fra nitjandu old. Bokverk Jill O‘Bryan, Andardrettir

#1 fra arinu 2010, hefur ad geyma tituprjonagot sem
merkja andartdk listamannsins. Tilgangurinn er ekki ad
skrasetja verknad heldur ad visa i flaedi svipmynda og
f hugmyndina um loft sem fledir og hreyfist i gegnum
likama rétt eins og pad hreyfist i gegnum gotin a
békinni pegar bladsidunum er flett.

Pegar vid skodum listaverkin & syningunni Art=Text=Art
i samhengi vid nyja samskiptamata verdur gildi og
mikilveegi myndlistar par sem unnid er (t fra texta
augljost. Eldri verkin, fra sjounda aratugnum og fram

a pann tiunda, halda upprunalegu inntaki sinu en 60last
nytt gildi pokk sé hlutverki texta { nGtimasamfélagi.
Nyjustu verkin eru gerd eru a timum pegar texti
gegnsyrir allt daglegt lif og hefur pad veruleg ahrif

a skopun og vidtokur verkanna.

N. Elizabeth Schlatter, syningarstjori

Stytt dtgafa af grein sem finna ma 7 veflagri syningarskra www.artequalstext.com
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The ability to change is crucial to the survival of both
language and art. Innovations in technology within
the last several years have spurred evolutions in our
use of language. So what does this mean in terms of
looking at art that incorporates text? Or, as is the case
with a few works in Art=Text=Art, art that is about the
obvious lack of text? We should remember that for
many of us, our experience with text today is different
than it was just a decade ago. Thanks to technology,
especially to text messaging and e-mail, writing and
reading have become communicative intrusions in
spheres where they previously did not appear, such as
during a conversation, meeting, or lecture, or in the
car, bedroom, and bathroom. This fluid and boundless
connection to text influences both the creation of text-
based art made in the twenty-first century and the
reception of similar artwork made in prior years.

For example, compare William Anastasi’s two drawings
titled Word Drawing Over Short Hand Practice Page, both
from 1962, with Annabel Daou’s The Declaration of the
Cause and Necessity of Taking Up Arms, from 2006. All
three works feature the artists’ handwriting and content
originally authored by someone else. The former includes
shorthand exercise sheets and the latter is a handwritten
copy of document prepared by Thomas Jefferson in 1775
in anticipation of the American Revolution.

Anastasi, along with other so-called first-generation
text artists such as Lawrence Weiner, Sol LeWitt, and
Robert Barry, explored modern currents in philosophy
and semiotics, interrogating the relationships between
language, image, and meaning. The pre-printed
shorthand symbols in Anastasi’s drawings bear no
relation to the longhand words the artist wrote next

to the symbols, and this combination of words and
symbols challenges the viewer to contemplate how
meaning is personalized and conveyed. At the beginning
of the twenty-first century, Anastasi’s two drawings not
only exhibit semiotic connotations, they also suggest
the diminishing utility of systems of handwriting in
particular (shorthand and longhand) as a means of
notation and communication.

Daou’s transcription of a historical document is initially
visually intriguing because of the large amount of
handwritten text squeezed onto a relatively small piece
of paper. Daou’s choice to handwrite in 2006 comes from
motivations different from Anastasi’s choice to write

in cursive in 1962. With the pervasive use of laptops,
smartphones, and touchscreen tablets, combined

with the free availability of historical documents on

the Internet, to write a pre-existing text in longhand

is @ means to internalize that text both mentally and
physically. This important link between text and hand
— as a highly personal, time-consuming, and outdated
mode of communication — is readily but perhaps not
consciously recognized by a contemporary viewer.

There is a possibly unintended but nonetheless strong
sense of nostalgia pervading some of the art in this
exhibition. Donald Evans’s stamps from the 1970s that he
created for imaginary societies, Ray Johnson’s mail art
from the 1970s and 1980s, and Buster Cleveland’s ART
FOR UM subscription series from the 1990s are difficult
to view now without considering the waning usage of
the postal service. A few works made within the past

ten years purposely incorporate means of recording,
delivering, and receiving text that are declining in
popularity. Allyson Strafella and Stefana McClure employ
the unmistakable mark of typewritten impressions yet
render them ineffective as communicative means. Karen
Schiff references the structure of the placement of text
and image in newspapers and illuminated manuscripts.
By using aging and yellowed pages or endpapers from
books, John Fraser and Suzanne Bocanegra suggest
opaque narratives with materials that are instantly
recognizable and evocative.

Several artworks in the exhibition remind us that
reading is a learned physical activity, such as Mel
Bochner’s series of monoprints entitled If the Color
Changes..., from 2003. These works feature rectangles
or ovals of brightly colored inks, on top of which he has
printed in black sans-serif capital letters a quotation
from the Austrian philosopher Ludwig Wittgenstein’s
unfinished work Remarks on Colour, from 1950-51.



The excerpt is printed in both English and German,
with one translation overlapping the other. Bochner is
playing with ideas about the opacity and transparency
of language (a constant theme in his work), the
definition of color, and the inability to simultaneously
“see” a work of art aesthetically and read text that
exists on or within the same visual plane.

Both Cy Twombly’s Untitled (1971) and John Waters’s

35 Days (2003) test the limits of legibility in handwritten
forms. Ed Ruscha’s Gray Sex (1979) and Susanna Harwood
Rubin’s 102 boulevard Haussmann (2000) exploit the
mind’s automatic capacity to cognize words with minimal
visual cues and to then immediately imbue those words
with personal references. Alternately, within the context
of Art=Text=Art a few works suddenly become more
“readable” or at the very least more textual than they
might be if displayed alone. Examples include Jane
Hammond’s Scrapbook (2003) composed of a selection of
elements from her personal visual vocabulary; Christine
Hiebert’s three study drawings, Untitled (Brand Markings)
from 1998-99, which feature what appear to be newly
invented letterforms; and Joel Shapiro’s Untitled (1969),
with small fingerprints on a grid suggesting a potentially
disturbing record keeping of human activity.

Finally, several of the pieces in Art=Text=Art relate to
data visualization. Older examples from the exhibition
include Mark Lombardi’s Casino Resort Development in
the Bahamas c. 1955-89 (fourth version) (1995), which
diagrams a complex and corrupt network of power
relations and money flow between organizations and
people, and choreographer Trisha Brown’s Untitled and
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Drawing for Pyramid (both 1975), which were created to
help her dancers visualize the concepts of accumulation
and de-accumulation of movements in a performance.
More recent works likewise relay information but seem
particularly poetic because of their embodied, personal
interpretations, their irregularities in transcription as
opposed to standard algorithmic constructions, and their
apparent lack of practical purpose outside of artistic
expression. Jill Baroff’s Untitled (Tide Drawing) (2006)

is part of a series of works informed by recorded water
levels at different locations during a period of about
two or three days, yet the image seems more focused on
emulating the overall sense of the rhythm of waves than
conveying actual measurements. Suzanne Bocanegra’s
Brushstrokes in a Victorian Flower Album: Long Headed
Poppy (2000) mimics and categorizes the brushstrokes
used by the illustrator in a nineteenth-century
publication. And Jill O’Bryan’s artist’s book Breaths #1
(2010), features pin holes that mark her breaths, yet her
intent is not to record an action but rather to refer to the
fluidity of images and to the concept of air as floating
and moving through bodies, just as it moves through the
holes in the book when one turns the pages.

Situating the art in Art=Text=Art within the framework of
new modes of textual communication underscores the
continued relevancy of art incorporating text. The older
works from the 1960s to 1990s maintain their original
content but also acquire new import thanks in part to the
role of text in today’s society. Meanwhile the most recent
works were created amidst the infiltration of text into our
everyday lives, and that contemporary context pervades
both the production and the reception of the work.

N. Elizabeth Schlatter, Curator

This text was shortened and adapted from the original exhibition essay,
which is available in full on the website www.artequalstext.com
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