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~ Airing The Linen

Vinet's textual whitewash; Baron’s keepsake containers

EY DEBORA D

aul Vinet. a French artis
based in  Washingion
D.C., [lirst exhibiled

“Learning From New York™ at
Jan van der Donk Rare Dooks
in Chelsea in 2001, The color
photographs  depict the cily
from a pedesirian’s poinl of
view, with a slight alleration—
the artist paints over signs or
other text images with creamy,
white paint. Vinet, with a back-
ground in photography and
graphics, has an interest in how
visual cullure inlersects with
Lhe public sphere.

In Europe, the pholographs
have recvived cnthusiastic
reviews. In the January 2001
edition of France Amérique,
Fablenne Boulineau raved,
“Forget the city as you know il,
and transport yourself into a
world withoul billboards, void of
all types of advertising, commer-
cial pollution or visual aggres-
sion—a world where the eye
leels frec... Maddeningly, deliri-
ously: il'bunmrucmlingpduw-
ure to behold.”

With only five pieces on view
at Senior and Shopmaker,
Vinet's presentation in an inti-
mate, gray aleove of the gallery
is jusi right and just enough.
Three selections from “Learning
From New York™ depict a
straight-on view of the Metro-
politan Museum of Arl; a streel
seene on a block wilh a rare
absence of retail stores; and a
scaffold-encased building en-
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tal is surely the first scholarly analysis of
the Sunsel Strip as urban sprawl. The
book offers a graphically rich collabora-
tion between its contributors, their Yale
architecture students, feisty local media
and business owners and several pop
artists, most notably Edward Ruscha.
One quote from that book cues into
Vinet's praoject: “The zone of the highway
is a shared order. The zone off the high-
way is an individual order. The elemenils
of the highway are civic. The buildings
and signs are privale. In combinalion
they embrace conlinmuily and discontinu-
ity, going and stopping, clarily and ambi-
guily, cooperation and competition, the
community and rugged individualism.™
Vinet's notion of interrupting the pho-
tographic syntax of each color image with
white paint is a quite simple ldea, but
nonetheless striking. Its conceptual bent
and homage to “Learning From Las
Vegas” link it to Ruscha's work, recently
seen in depth at the Whitney. Whereas
Ruscha's exploration of billboard signs
and adverlising text for ils own sake

Hannelare Baron's “Untitled (B81 055)." 1981, wood, Tab-
ric. nails, paint, pencil and ink, evokes a sense of decay,

and atso one of secrecy

TR T

Paul Vinet's | Lwlmwiru“ Wew Yark (21),% 2000, paint on ¢-print mownted 10 aluminium (a0 edition of I'wel inseits creamy, whlw paint into the
eaisting urban onder, clarifying it

climinates the urban context, Vinet eras-
es the sign and leaves the view on the
street intact in “Learning From New
York.”

Another comparison exists between
Vinet and fellow French artist Daniel

shrouded in a construction
scrim. The white-painted areas
lead the eye to strong visual
lines, be they Corinthian col-
umns, crosswalk stripes, or
slandard forms of industrial

archileclure. The white paint
handling is formed by straight-
forward, vel leisurcly brush-
strokes.

Two new works from 2004
feature crowd scenes where Uhe
background is entirely while,
including a John Kerry rally,
simply entitled “People,” without
[urther ado. The white paint
here has an amorphous liquidi-
iy, as il the arlist had dripped
paint onlo the image al close
range.

Al of the works are mounled
- on aluminium and measure
arourkl 4 x 3 feel.

The: title “Learning From New
York™ borrows cleverly [rom
“Learning from Las Vegas,” wril-
len in 1972 by architects [tobert
Venlurd, Denise Scolt Brown
and Steven lzenour. This enter-
taining study of the architec-
ture, neon signs and urban
* design ol the Buned casino capi-
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paint) into an existing order {the pholo-
graph). It's superficial, yet profound.

he main gallery at Senior and
Shopmaker displays exquisite

collages and box constructions

Baron’s subtle engagement with ancient
cultures is a reflection of her

sensitivity to social issues.

Buren, a theorist and acclaimed practi-
tioner, whose work since the 1970s has
nuestioned the contextual sphere of pub-
lic art installations.

Vinet's conceit succeeds in fulfilling
the proposition thal a phodegraph can be
less a statement of the obwious than the
obvious pul lo gquestioning. There are
consirainls on whal can appear in the
public sphere, butl the public does not
have a say about the resulting ensemble,
Much to his credit, Vinet doesn't impose
moral judgments, but rather interpo-
lates, making an insertion (the white

made by Hannelore Baron, a teenage
refugee from Naz Germany to New York,
who died in 1987, Her work's latlerde-
malion evocalion has been compared (o
Paul Klee's surrealist cthos. Stullering
lines of ink and frayed textile scraps
allude to the speech of someone suscep-
tible lo life's vicissitudes yet transcen-
dent at the same time. Baron's subile
engagement with ancient cultures is a
reflection of her sensitivity to social
issues. The sense of secrecy aboul lan-
guage in Baron's work provides a rich
counterpoint to Vinel's work.



