JULIA DAULT makes her mark at New York’s New Museum

BY JOSEPH R. WOLIN

PORTRAITGEORGE WHITESIDE

On the third oor of a vast but nondescript indus

trial building near the waterfront in Sunset Park,
Brooklyn, the walls of Julia Dault’s one-room
studio practically come alive with the colour and

line of more than a dozen abstract paintings that
ring the space. Works like these have lately brought
the 34-year-old artist increasing attention, and it's
easy to see why. Her painting Untitled (mega brush)
(2011), for instance, features a gloriously sketchy
rainbow of pigment stroked in a single wide, inter -
locking, horizontal swathe across and down a
white canvas that measures 72 by 60 inches. In the

Untitled 20, 1:00 PM —

5:30 PM, February 5, 2012

2012 Plexiglas, Formica, Everlast
boxing wraps and string 2.24 x
1.4 X 1.17 #AOTO BENOIT PAILLEY

opposiTe: Julia Dault outside
her studio in Sunset Park,
Brooklyn, Jurz)12
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99 Tropical 2011 Oil on vinyl
76.2 X 76.2 GMDTO CARY WHITTIER

opposiTEWrangler 2012
Acrylic on canvas and oil on vinyl
91.4 X 61 CPAOTO MYRIAM BABIN

30-inch-square 99 Tropical (2011), a striated,
transparent blue ribbon tangles vaporously

in a gorgeous sunset eld that shades from
mauve to apricot. Even a nearly monochrome
work like New Wave (2012) seems to buzz
with optical dynamism as inky, white-edged
stripes cascade diagonally down its face.

Yet we should not mistake works like
these for just pretty pictures. Brainy as well
as beautiful, each of Dault's paintings results
from a considered approach to the act of
applying pigment to a surface. She produces
striations and smears, as well as incisive
outlines, on her canvases with an arsenal of
non-traditional painting tools that includes
combs, squeegees and even the at end of
an industrial door handle. Her supports have
encompassed not only canvas, but also vinyl
and spandex. And the artist’s compositional
strategies, while improvisatory, draw their
impetus from the inherent properties of
these materials and implements, and the
way they interact with acrylic and oil paint.
The spectacular Bunga Bunga(2011) evokes
an explosion in the gift-wrapping room of
Jackson Pollock’s house, but its metallic
sheen and its sinuous snarl of cursive linea -
ments derive from the movement of her
hand combing white, blue and purple oil
across gold imitation-alligator pleather.

Wrangler (2012) glows like a stained-glass
window, with multihued disks and concen -
tric semicircles clustered and overlapping
onits black ground. Counterintuitively, the
colour lies behind the black; we see it through
circular windows formed by rotating a toothed
tool—of the artist's own manufacture—in
black oil on a sheet of clear vinyl stretched
over a canvas brushed with bright acrylic paint. As such examples might
suggest, we can readily consider Dault’s ad hoc attitude toward art-making
an “experimental practice,” as she says, an appraisal that she admits can
appear both “kind of pretentious but kind of true.” But the experimental
nature of her art is precisely what drives her in the studio. “There has to
be that element of surprise,” she observes, “to keep me interested.”

Dault’s paintings foreground the means she uses to create them and
draw the viewer’s focus to the indexical mark—a mark that bears the trace
or imprint of the implement that formed it. These tactics stem from her
desire to allow the audience to engage with her work, what she calls an
“accessibility of abstraction,” but they also inevitably call to mind analo
gous practices of 1960s and 1970s post-minimalism and process art. Her

action of dragging a comb through oil paint in a semicircle descends, at
leastin part, from an act like that of Richard Serra inging molten lead at
the base of a wall in 1968. Dault comes by her art-historical bona des
naturally, having grown up in Toronto in a family involved in the arts.
Her mother, Maggie Crawford, taught art in high schools and headed the
art department of the Scarborough Board of Education; her father is the
Canadian art critic and painter Gary Michael Dault. Julia herself has
worked as a professional critic, as well: after graduating from McGill in
2001, having majored in both art history and European history, she
interned at Saturday Nightmagazine and was the art critic at the  National
Postfrom 2003 to 2006.

Atthat point, feeling she was nally ready, and, perhaps, tired of delaying
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Brainy as well as
beautiful, each of Dault’s
paintings results from

a considered approach
to the act of applying
pigment to a surface.

the inevitable, Dault took the plunge and decided to become a serious
artist. She enrolled in the graduate program in ne arts at Parsons in
New York, receiving her MFA in 2008. During her rst semester there,
she met a guest lecturer, Brian Sholis; they married in ~ 2009. Her work
began appearing in group exhibitions almost immediately after her
graduation, with solo shows at New York’s Blackston Gallery in 2010 and
at London’s White Cube Bermondsey this summer as part of its “Inside
the White Cube” series.

Despite what one might nd in her studio at any given time, Daul tdoes
not restrict herself to painting. A parallel sculptural practice shares a num -
ber of characteristics with her two-dimensional works, yet she makes her
sculptures entirely in situ. She starts with large sheets of plexiglas, Formica
and tambour, which she rolls and curves, xing their forms by tying them
with string and the fabric strips used to wrap boxers’ hands. She then stacks
them one atop another, and usually tethers these con gurations to a wall.
Minimal, abstract and quasi-geometric, the nal works appear provisional,
precarious and even a bit dangerous, as if they could explode at any moment,
an impression not far from the truth. Their tensile energy feels palpable
and barely restrained, with strings and wraps pulled taut by panels that
seek to spring violently back to their at state.

Untitled 19, 3:00 PM —8:30 PM, February 4,2012 (2012), for example, one
of two Dault sculptures shown recently in “The Ungovernables,” the 2012
triennial at the New Museum in New York, comprises a large C-curve of
iridescent, semitransparent plexiglas nested within a similar but opposite
curve in black, the two tied together with a black boxing wrap. On top of
them, and squashing them a bit oblong, sits a roll of blue mirrored plexiglas
partly covered by two looser arcs of aluminum-striped tambour, one of
them partly split, curved against the grain. The work’s ashy surfaces impart
a certain kitschy appeal, but its simple geometries, coupled with its com -
plexity of pattern and re ection, imbue the tense ve-and-a-half-foot-high
pile of materials with an undeniable sculptural presence.

As in her paintings, with their manifest manipulation of paint by the
artist’s tools, Dault’s sculptures revel in the signs of their own creation.
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Untitled 19, 3:00 PM — 8:30 PM,
February 4,2012 2012

Plexiglas, Tambour, Everlast boxing
wraps and string 1.7 x 1.46 x 1.24 m

PHOTO BENOIT PAILLEY

These works do not partake of any sort of illusionism; they even lack the
sense of artistic craft that her paintings possess. But, like them, her sculptures
encourage us to imaginatively rehearse her encounters with her chosen
materials, to follow along in our minds as she wrestles witht  he large,
unwieldy sheets of stiff plastics and laminates, as she employs her own
weight to hold them in place, as she grapples with tying them together, as

she lifts, stacks and fastens the components in their ultimate arrangements.
Her sculptures, in fact, carry an indicator of this struggle in their titles; each
time she installs one, its name is adjusted to re ect the date and time of its
construction. These titles, in combination with the legibility o fher hands-
on methods, imply biographical connotations, even if the biography we
intuit encompasses only the performative moment of the sculptures’ mak

ing. Yet, merely these subtle considerations of the trace of the artist inspire
Dault to deeply question the bases of her work, its effect and the possibil -
ities of other choices. “What does it mean,” she wonders, “to reinsert a
hand into the practice? Is there a way to make work that doesn't put the
onus on the viewer to come in and enter my world?”

Even more than her canvases, Dault’s sculptures invoke their art-
historical precedents. She cites Fred Sandback and Al Taylor as artists she
admires, and we can readily see apt models for her practice in the tensile
con gurations in yarn of the former, or the contingent constructions in
wood and other materials of the latter. But we might also think about Serra
again, not only his process-oriented actions and his persona of an artist
battling mightily with his chosen materials, but also the intimations of
danger in his lead antinomy Prop pieces of the late 19605, held upright by
little more than the weight of their component parts leaning against one
another. Although fully aware of such relationships, having arrived at her
artistic practice from a background in art history and criticism, Dault has
had to push them aside in order to give her own work room to breathe. In
the studio, she says, “I've managed to quell the voice that asks, ‘Well, how
doesthat tinto art history?”

Her production so far spans only a few years, but Dault’s obviously
thoughtful, patently beautiful and conceptually compelling work has
nonetheless begun to nd its place within the circuits of contemporary
discourse. This year, in addition to the New Museum'’s triennial, it has
appeared in the Marrakech Biennale in Morocco and the Gwangju Biennale
in South Korea. Her rst exhibition in Canada is slated for next year at
Jessica Bradley Art + Projects in Toronto. Dault also teaches at Parsons, her
alma mater, where her classes have included the intriguingly and intelli -
gently quirky offerings “Unsustainability and Consumerism” and “No Joke:
Comedy as Commentary.” Dault, however, takes pains to disassociate her
artistic practice from prevailing intellectual trendiness, saying, “I'm against
a ‘laissez-faire aesthetic.” She borrows the term from the critic Jed Perl, who
wrotein 2007 inthe New Republicthat we have been subjectto “a attening
of all artistic experience” by an “anything goes” ethos, a “tolerance of
everything—high, pop, whatever: atolerance so bland that it really amounts
to indifference.” Dault’s work implicitly rejects such blandness in favour
of an art straightforward in its exploration of materials and process, and
almost disarming in its candor. “This is not,” Dault says, with what upon
consideration seems understatement, “an ironic practice.”




On Geometry
and Speculation

An exhibition belonging toThe Of cial Parallel Program
of the fourth edition of the Marrakech Biennale
29 February - 28 March 2012
curated by Hicham Khalidi




ARTISTS

Julia Dault
Canada, 1977

Julia Dault uses industrial materials—Formica,
mirrored Plexiglas, mason line, nylon ropes—to
construct site-speci ¢ sculptures, building each
form in situ by bending the large sheets of color
and tethering them to the wall or oor. While
indebted to Minimalism, Dault invokes a necessary
contingency by working on-site to devise unrepro-
ducible pieces by challenging the privileging of
concept over craftsmanship. Her work cannot be
“phoned in” to a fabricator. Instead, Dault focuses
on creating both two- and three-dimensional ob-
jects that are as direct as possible—no Photoshop,
no smoke and mirrors. With this, the viewer is
able to understand how the forms came to be.
Dault’s techniques, thus, do not obfuscate: no glue
is used, for example, nor are the industrial sheets
deliberately cut or altered. The sculptures are both
insecure and xed: insecure because they are held
with tension, but xed because they cannot be
moved without being destroyed. This is done in an
attempt to incorporate context into the form itself.

Dault’s paintings use various tools (whether fac-
tory-made, such as metal rulers and combs used
to texturize plaster, or ad hoc, such as branches
and brushes taped to two-by-fours) to compose by
stripping the work’s surface of paint, removing the
topmost layer of color to unearth what lies beneath
it. Often this reveals several of the painting’s
earlier stages. At other times, the surfaces them-
selves are what is revealed: shimmering silver or
gold costume pleather or colored vinyl. With this
technique, Dault blends the craft of painting with
the industrial aesthetic of post-studio production.
Recently, an intention to forestall the nality of the
artwork has become integral to Dault's process:
what might it mean to compose ad in nitum? The
artist begins by draping vinyl, fabric, or canvas to
create variable compositions. These can then be
folded, twisted, and rolled; each iteration makes
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the painting anew. This heightens the responsibil-
ity of the painting’s owner or exhibitor, who is
complicit in the act of creation.

http://www.juliadault.com

Untitled 17, 11:00 am - 4:00 pm, January 20, 2011
Plexiglas, Formica, Everlast boxing wraps, string
80" x 66" x 52" (variable)
Exhibited in “Making is Thinking”
Witte de With, Rotterdam, NL

ARTISTS

Berit Greinke
Germany, 1977

Alessandro Altavilla
Italy, 1982

Berit Greinke is a textile designer and visual artist
whose work levels digital technology with the
handmade. Combining traditional textile craft
techniques with smart textiles for responsive and
interface design, Greinke uses electronic tools

to investigate visual, tactile, and audio percep-
tion. Her work is set in the laboratorial elds of
design, installation, and performance to develop
prototypes and textile-sound installations. Greinke
was educated at Art School Berlin and

Central Saint Martins College of Art and Design,
London. Since October 2010 she has been pursu-
ing a PhD in media and arts technology at Queen
Mary University, London, where she joined the
Antenna & Electromagnetics Research Group in
November 2011.

Greinke was recently awarded the NOBELIni
Award funded by the UK Medical Research
Council.

http://www.beritgreinke.com

CHROME (live)

Greinke's installationCHROME (liveombines
prints on lter paper, water, a webcam, and
processing code to create an extensive sound
performance. The work utilizes a simple physical
process and real-time sound generation to turn an
edition of seemingly similar prints into individual
objects.
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Alessandro Altavilla is a sound artist, electroa-
coustic music composer. and sound designer/
composer for cinema. He is based in the UK,
where he belongs to the Culture Lab research team
at Newcastle University. He obtained an MRes
in digital media at Newcastle University under
the supervision of Atau Tanaka and Jamie Allen.
Altavilla’s research is focused on sound interac-
tions, speci cally on the augmentation of urban
and locative experiences through sound and
mobile technology, and on the creation of sound
reactive e-textiles.

http://dm.ncl.ac.uk/altavilla

An Arbitrary System For Tuning Fabrics

Altavilla’s and Greinke'sAn Arbitrary System For
Tuning Fabricsis a series of responsive, embroi-
dered textiles for delicate digital sound control.
This collaborative project investigates the common
grounds of textile patterning and sound sampling
with the aim to improve music quality in e-textile
performances and to create visually and sonically
engaging live events.

An Arbitrary System for tuning fabrics
2012, Installation and performance,38x54cm, cotton,
silver thread, sound synthesis and recordings.
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Quiet Disobedience

By HOLLAND COTTER

The debut edition of the New Museum Triennial i®2@vas called “Younger Than Jesus,”
signaling that the show was very much about ageryene in it was under 33. The title of the
2012 Triennial, “The Ungovernables,” shifts the diagis to attitude. The artists are not only
young, the idea is, but they're also disobedienttimous enfants terribles.

How true this is of their art turns out to be higdkebatable, but the show does look and feel
different from its moody, jangly predecessor. Wigtin the catalog, the curator, Eungie Joo,
director of education and public programs at thevWN&seum, sets the 2012 triennial in the
context of, among other things, the recent Occupyament. The reference is getting old now,
but you can see its point.

The exhibition that she and her assistant, Ryanylechave assembled is appealing in the way
the human megaphone is. Almost throughout, itlsirzgtof small, light formal gestures,
unemphatic in tone and socially engaged, thougininnperturbed way that accommodates
friendliness and wit.

This triennial is distinctive too in its global ida only 4 of the 50 or so artists were born in the
United States. In this way, if no other, it seragesa natural foil to the mostly American Whitney
Biennial, which opens next month. And it declatesnternationalism right away, in the lobby
gallery, with work by two collectives, one from Afa, the other from the Middle East, and a
single artist, Gabriel Sierra, from Bogoté, Coloabi

Mr. Sierra’s installation is ultra-discreet: a féall, deep incisions in a wall, into which he’s
inserted contractor’s tools — a ladder, a levelratting table — of a kind that he, or someone,
might have used when making the incisions.

The Middle Eastern collective, led by Ala Younisgrh Jordan, has six members, and their
collaboration seems quite loose. They share a thenfigarism, but use different mediums
(drawing, photography, film) and very different apaches (approving, disapproving, hard to
read) to address it. By contrast Invisible Bordenans-African Photography Project is the real
shoulder-to-shoulder collective thing. It's madeai@rtists and writers from Nigeria who, once

a year for the past three years, have driven is ftam Lagos to other parts of the continent.
Although they have fixed destinations on thesest@amely art events in Senegal, Mali and
Ethiopia, their real goal is to cross as many matid®orders as possible and become, collectively
and by default, pan-African.

These adventures must be fun, but they've had slobiering moments, with car breakdowns,
border hassles (the group refuses to pay the s@bddes) and some arrests, all captured on
video by two of the artists, Lucy Azubuike and N@fariatta-Ayim.

Video, along with film, has a positive, disciplinptesence in the show’s four floors of galleries.
Some artists, like Jonathas de Andrade from Brae#t the medium expressively, like painting.



In a piece by him on the second floor, 4,000 blacl-white male headshots flash by in 60-
minute loop, giving your eyes the equivalent of plash.

Installed nearby a film called “Jewel” by Hassarakkha British artist living in Cairo, packs an
aural as well as visual punch. The focus is onrvabe performers, one in working-class clothes,
the other in office attire, each representing aspeicCairo’s social history. Throughout the film
they stand facing each other, making fiercely wagftarm gestures to a booming Shaabi beat.
Their interaction feels combative, but also erdti® a sensuous pas de deux.

And a third video piece, by the Finnish artist Pllakala, is a triennial highlight. She made it in
2008, after taking a job at an accounting firm.eAome training she took her assigned desk
and sat there for a month, doing not a lick of wqgukt staring off into space, breaking the
routine only to ride the company elevator repegtegland down.

Her fellow employees were friendly at first, andious, but soon grew wary, then hostile, as it
became clear that her spaced-out behavior was goicgntinue and that she wasn’t going to
explain. How Ms. Takala managed to tape all thegn’t imagine. But her mute, unnerving
occupation of corporate space is something to see.

In line with trends of the last three years thevsicludes a fair amount of performance. Ms.
Takala’s video qualifies as such. So do eventsitpglace off site. Nicolas Paris, from
Colombia, will run art workshops for high schoaldg¢nts. An Israeli collective, Public
Movement, will stage topical debates around towet &hother collective, House of Natural
Fiber, from Indonesia, plans to demonstrate teagyofor producing alcoholic beverages and
electronic music simultaneously.

Along with all the action the show has plenty ofemlts. Most have a kind of finessed scruffiness
that’s popular these days: casual, but with intArgculpture by Adrian Villar Rojas on the fifth
floor, however, is a real grandstander. Titled ‘@&gon loved me” and molded from gray clay, it
towers floor to ceiling, like some monstrous fungustling with clublike growths.

Mr. Villar Rojas, who represented Argentina in lgsar'sVenice Biennalecreated the piece at
the museum. And though he finished it very receiitlgiready seems on the road to decay,
which is precisely the effect that this young asfixated on the magnitude of worldly
impermanence, is after. (In March he will instalecond sculpture at the World Financial
Center Plaza in Lower Manhattan.)

Impermanence, whether it means falling apart dinfato cohere, is also a recurrent theme for
Danh Vo, who was born in Vietham, lives in Berlamd is one of the most stimulating figures on
the international scene. The five copper sculpttirashe calls “We the People” ook like
generic abstraction. But they’re fragments of amanse figure, a full-size replica of tBéatue

of Liberty that he had cast, piecemeal, in China.

Will he ever be able to assemble the already-lprgees into a grand whole? Will the American
people ever be a “we” instead of an “us and thebri@ertainty is an existential searchlight that
Mr. Vo, and many of his peers, hold high on a Honhew ideas and procedures.



Two New York artists make good use of it. One isgall DeVille, who has created a kind of
squatter’s cave from street junk and family ephenireian alcove on a museum staircase. The
other is Julia Dault, whose sculptures, made aigttied, stacked-up rolls of plexiglass, look
substantial enough but require the support of Eyalvall to stay upright. Operating within self-
assigned strictures, Ms. Dault created each saeljiua single session, bending and securing
the unwieldy materials herself. The final form wdipend on the physical strength she’s able to
muster on a given day. The result: contingent Malism; Fluxus with muscle.

Unsurprisingly, certain other artists — Rita PodeeLedn, Mounira Al Sohl, Lynette Yiadom-
Boakye, Lee Kit, Kemang Wa Lehulere — favor moravantional media, like drawing and
painting, while still others put ideas before Mhaybe Ms. Joo’s role as an educator explains the
inclusion of a fairly high quantity of art that ieads itself only after a viewer has done some
homework.

You have to know what a Venn diagram is (two csdleat share a point of intersection), and
further know that such diagrams were banned asessive by dictators in Argentina in the
1970s, to grasp the full import of a pretty lighojction by Amalia Pica.

Even without these details the piece is familiazeaese it has so many art-historical precedents,
near and distant. AlImost everything here does.@Asmove through the galleries, you find
yourself writing looks-like lists in your head, vehi brings us back to the triennial’s title.

How ungovernable can artists be who have all, spé&ak, attended the same global art school,
studied under the same star teachers, from whoyrle¢aened to pitch their art, however
obliquely, to one world market? It's good to keapmind that in this case age really is a factor.
This is a young person’s showcase. If even jusinadf these artists manage to discover, as they
grow and change, what ungovernable really is, @ future generations will owe the New
Museum a debt of thanks.

“The Ungovernables: 2012 New Museum Triennial” revadhrough April 22 at the New
Museum, 235 Bowery, Lower East Side; (212) 219-122%museum.org.
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JULIA DAULT

BORN 1977, TORONTO
LIVES AND WORKS IN NEW YORK

In the works of Julia Dault, gesture is drained of illusion, ¢d e®ptessiwyiand carried into the territories

of process and performance. Each of her paintings involveoapfighidaggtort; in the artist's words,
wants to “blend the craft of painting with the industrial pesthsticliof producttdilith materials such as
vinyl and pleather, and ad-hoc tools such as metal rulers aadlbr@ndbesc@mpositions through strip
carving, and peeling away. For examplButoya8km 2011, Dault coated golden-hued costume pleat
a thin layer of blue oil paint, which she then methodically s¢chepeddsagovnb. The resulting canvas
play between the swooping lines left by the comb and the vilbnameynof timelstiying surface. Visually,
work would seem to t within the language of Abstract Exptéssiysigmdtic markings divest the can

she

hing,
her with
isa
the

vas

of paint rather than splatter it, pulling the piece out of $isnm@ileetavorks, such as her draped paintings

Silver SurfendSure You Chath 2011, the materials themselves are moveabldsendihgliagd arcing

with gravity—these constructions seem to carry on a lifenodkiregrtbesm unpredictable or nomadic, as

opposed to stationary canvases.

Location takes on greater importance in Dault’s schigtuwresstisitive materials—disused or forgotter
are often scavenged from the site where they will ultimatelyTbe disptayethese works point to the sf;
details of their production: for example, the time required t& aradkéheayoon which it was made, as
Untitled 17, 11:00AM-4:00PM, JanuanB2df 801bdf commercial produatitied 1Zontains three sheets

]_
)eci ¢
in

of Plexiglas and Formica that have been forcibly bent,paegpattistacked against a wall one on top of

the other, forming a vertical of industrial materials cutostragpese of pliant submission. At rst glance
work appears indebted to a minimalist aesthetic, and yet, mattosef ixétie and precarious strings,
becomes clear it has been wrangled into position through an act eftbtbatatgital form is vulnerabl

and could quickly combust or unravel. The static end resutirtziie siskehalb went into its construction,

leaving the viewer to wonder about the drama between adisthaitowki@tace.

Like Dault’s paintings, her sculptures are performathey @jemige tfrom choreographed actions related

to materials, time, context, and condition. In appeatamearttieyitsiin the traditions of abstraction and
Minimalism, but their position is one of disguise, as the artist haslatbtions of subjectivity and reim
spare form with labor and effort. Her works defy the formal polestodlcaldtsourced fabrication and
unfettered, inarticulable personal expression, in rdemiddéEground that engages tools, site, and h
human resources.

—Lauren Cornell

1. Julia Dault, artist’s statement: http:/www.local-asts.org/luser/6109/pro le (accessed December 4, 2011).

2, the
it
e

bued

erown

127 /Julia Dault
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Julia DaultUntitled 18 (4:00am — 9:00 pm, January 20, 2011), 2011. Plexiglas, Formica, Everlast boxing wraps, stringindensions variable, (here 96 x 85 x 43 in [243.8 x 2159 x 109.2 cm]). Installation view, Witte de With, Rotterdam, 2011. PhmtBob Goedewaagen

Julia DaultUntitled 17 (11:00am — 4:00 pm, January 20, 2011), 2011. Plexiglas, Formica, Everlast boxing wraps, stringindensions variable, (here 88 x 66 x 52 in [223.5 x 167.6 x 132.1 cm)]). Installation view, Witte de With, Rotterdam, 2011. PhatBob Goedewaagen
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By KIMBERLY CHOU

For the New Museum's forthcoming triennial, "The Ungovernables," curator Eungie Joo
spent two years visiting studios around the world, meeting artists from Buenos Aires to
Hong Kong, Cairo to Harare. Out of the 34 artists and artist groups she eventually invited
for the nine-week exhibition, which opens Feb. 15, four are based here in the city. Here's
a look at who they are and what they do.

Dave McKenzie

Mr. McKenzie has danced without music for hours; performed with a microphone in his
mouth and the cord around his neck; and posted hundreds of on-location notices around
the Lower East Side, alerting neighbors not of a film production but of the artist himself.

"In my work I've made really up-front
projects, where my body is very much in
question or the image of me is very much
visible," said Mr. McKenzie, 34, who has
lived in New York since 2001. "Then
there's more recent work that's without
me, so there isn't that clear frame or

reference.”
Enlarge Image

Azikiwe Mohammed  He sajd he finds the latter, more "open-

ended" work especially challenging,
because he isn't physically present. His
contribution to "The Ungovernables" is a
table with "a few objects on it that recall a book, a book structure, things placed in a
book." He was inspired, in part, by a book that had been mysteriously left in the office he
moved into at Northwestern University late last year: "1,999 Facts About Blacks: A
Sourcebook of African-American Achievement."

Artist Dave McKenzie performs at the Studio Museum
in Harlem in 2007.

Trying to figure out the bookNwhere did it come from? Why was i t there?Nand trying to
locate himself within it led to a reading of "a book within a book," he said. "That's sort of
how the table functions for me."

The table, whose complete meaning is unclear even to the artist, is emblematic of his
recent body of work. "Almost from the get-go I'm unsure, and the uncertainty arows," Mr.
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McKenzie said. "It's an interesting complex for me, but | don't always feel grounded. This
[table sculpture] functions between abstraction and representation, and trying to find

myself within it."

Julia Dault

For her site-specific sculptures, Ms. Dault, 34, wrestles sheets of mirrored Plexiglas,
Formica and tambour into fat curves and cylinders, securing them with cotton cord and
boxing wraps. She does everything herself, in prescribed time frames: the titles of her
sculptures include a time stamp of the period of time and the day she made it.

Bob Goedewaagen

Ms. Dault's 'Untitled 17 (11:00 am - 4:00 pm, January
20, 2011)' (2011).

"In the back of my mind is always, 'l have
to stay fit to be able to do this,"' because
it's so physical," said Ms. Dault, who lives
in Sunset Park.

Physicality is key to her practice. Her work
in sculpture and painting considers how to
make art that recognizes the influence of
minimalism and abstract expressionism,
but made relevant for today.

"For me it's not phoning in and having
someone else do it," she said. "[It's about]
still being present, still having a laboring
body, still being engaged as a maker."

She often acquires her materials from
salvage yards, or in craft or supply stores
near where she is installing. Locally, that
has included Build it Green! NYC, a
salvage yard in Astoria; Canal Plastics
Center in Chinatown, near the New
Museum; and a New Jersey thrift store
where she found a Duratrans billboard for

the 50 Cent single "Wanksta," which became the canvas for a painting

Abigail DeVille

Enlarge Image
Daniella Zalcman for The Wall Street Journal
Julia Dault and Abigail DeVille, two of the local artists
included in the 'The Ungovernables,' at the New
Museum

Ms. DeVille's work is fueled by anger.

"I think constantly feeding on certain
social injustices is always a good source
of getting that fire going and inspiring me
to make something that could respond to
that problem," said Ms. DeVille, 30, who
grew up in and still lives and works in the
Bronx.

Ms. DeVille's responses come in the form
of big, sprawling sculptures populated with
materials scavenged from her
grandmother's apartment (refrigerator

magnets, lottery tickets, carpets) and from the streets (televisions, mattresses).

http://online.wsj.com/article/SB10001424052970203824904577

Her work in "The Ungovernables"
overtakes a vaulted vent space between
the museum's third-floor and fourth-floor
galleries. Domestic objects hang from a
collapsing grid painted on the ceiling,
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dangling nine feet above the gallery floor. Related Topics
Ms. DeVille was inspired after recently

. Broadway Shows
seeing "Dark Days," a 2000 documentary Lincoln Center
about people who live in the Amtrak Metropolitan Opera
tunnels beneath Penn Station. She saw a
show of Jacob Riis photographs around
the same time and realized that "the same
exact interiors of these derelict spaces of

Enlarge Image . .
100 years ago were mirror images of the

LaToya Ruby Frazier
Ms. DeVille's 'What Happens to a Dream way people were living here in the late
Deferred...Supernova (2009) '90s and the way people were living here

until the present day."

The New Museum's location on the ever-gentrifying Bowery, and near the Bowery
Mission, also informed her work.

"[Homelessness and poverty] is an ongoing problem that's not getting any better. It's
glossed over and pushed aside," she said. "I use black holes as a metaphor for historical
erasure: Since black holes are filled with things you can't ever see, it's sort of a 30-foot
black hole of problems that are right in front of your face that you choose to ignore."

Iman Issa

Born in Cairo, Ms. Issa, 32, divides her time between that city and Brooklyn. Her work in
"The Ungovernables" comprises four parts in a series of 10 displays that present
alternative models to existing monuments in the world. (One of the works here was
previously shown; the other three are new.)

The work, as Ms. Issa described it,
explores how monuments work, in terms
of formal limits and the messages meant
to be conveyed. "[With a] loaded political
event, how do you formalize that
aesthetically?" she said.

The monuments and memorials Ms. Issa
Enlarge Image addresses are ones she grew up with.
Serkan Tayean  gpecific sites are never mentioned,
Iman Issa's 'Material for a sculpture proposed as an h h h | . .
alternative to a monument that has become an though each sculpture is accompanied by
embarrassment to its people’ (2011) a wall text that reads, for example,
"Material for a sculpture proposed as an
alternative to a monument that has become an embarrassment to its people.” That work
consists of two lightbulbs on a wooden table; when one lights up, the other dims, and vice

versa.

While her alternative models are inspired by real-life objects, Ms. Issa is firm about not
revealing what they are, nor does she intend for viewers to guess.

"I don't really like to say exactly what they are," she said. "It has become kind of irrelevant
for me, and it became more about the possibility. When you say the name of a figure or
the date of an event, it became a less adequate way of recalling an event. These general
descriptions that | came up with became better at evoking figures or events."

Write to Kimberly Chou at kimberly.chou@wsj.com
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