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CAMPBELL GRAY, GUEST CURATOR, PRESENT TENSE:
APOST-337 PROJECT. GRAY IS DIRECTOR OF THE BRIGHAM
YOUNG UNIVERSITY MUSEUM OF ART, PROVO, UT.
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In 1914, Marcel Duchamp took
a simple bottle rack and placed

it in a space that was dedicated
to the presentation and viewing

of works of art, and in a single and efficient action,
demonstrated that how we see things and what we
think about them alters fundamentally according to
the place they are located. Were it not for the active,
interrogating and sensitive mind of the viewer such
a demonstration would have been impossible. But
as Modernist art progressed the work of art was
believed to be internally related, therefore having no
relationship with anything outside of itself, and the
viewer was to obtain only the optical, aesthetic quality
of the work - there was no meaning. Theoretically,
the work could be located literally anywhere and
its reception would not change. And theoretically,
the viewer was required to suppress any desire for
interpretationand simply look at the formal properties
of the work and feel it. One theorist wrote of that kind

of viewing experience as “the eye as moron.*”

In the 1960’s, with Minimalism and Conceptual Art, the
conditions that Duchamp highlighted with the bottle
rack were reinstated as important and even essential
conditions of the work of art. But it is important to
state that these conditions are not prescriptions of a
theory, but are natural and automatic consequences
of the human experience of looking at works of art.
Late Modernist art simply denied them and attempted

to eliminate them.
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Trent Alvey, Urban Artifacts, 2008

When Adam and Dessi Price generously
offered their derelict building at 337 South
400 East last year to the Salt Lake artistic
community to use as a site for artistic
expression, some artists thought of it as
a great opportunity to show their work in
a funky kind of place which was sure to
attract a good audience. A lively spirit of
community was generated as these artists
worked together sometimes for weeks
on their projects, and people did come
in large numbers to see it. This spirit of
engagement and harmony, as well as the
attention it received, were all important
and palpable outcomes of the event. These
conditions alone declare the project to
have been a great success.

However, other artists looked reflectively
at the building, its spaces, materials,
construction, scale, history, purposes,
future, and social impact, and recognized
that every mark or impression they made
upon the building was automatically and
subtly going to shift one’s thoughts about
the building itself; at the same time,
every element of the building listed above
was going to automatically and subtly
influence their work. They began to make
work that functioned dialectically between
the building and the viewer. Through their
work we came to understand the building
in @ more complex way; and through their
work, we came to know a little more about
ourselves and our attitudes and beliefs.

The move from a structure upon which
artists were free to intervene almost at
will, (which was to be demolished at the
end of the project), to one that is politicized,
authorized and aestheticized for the
viewing of works of art in a manner that
examines the social contexts that surround
it, is a shift almost too great to manage. For
some artists, it is accommodated simply
by thinking of the Salt Lake Art Center as
another space to show their work. But this
position ignores the fact that their work
will be seen through the ideology of the
Art Center. For others, it is an opportunity
to address the building, to intervene a
little subversively in it by appropriating the
building’s meanings into their work. And
for still others, it is an exciting challenge
to think of their contribution to The 337
Project as well as the semiotics of the Salt
Lake Art Center and to critically reflect
both in their work.

In any case there will be a shift of sight.

* Charles Harrison, €ssays on Art & Language,
(Blackwell, London, 1991), p.49.

Preparator Benjamin Wiemeyer.
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The community response began, however, from
the moment artists first put brush to wall. Months
before the building was complete, an elderly
gentleman announced that his evening walk past
the building was the first time he had smiled that
day; and a fourteen-year-old, with the application
of a critical eye, proclaimed The 337 Project “the
coolest thing ever.” By the time The 337 Project
opened to the public, the anticipation in the air
was palpable: the line to get into the building the
first night was four hours long, and did not get
appreciably shorter over the remainder of The
Project’s six-day run.

The public responded in this way, in part, because
The 337 Project was a different kind of visual arts
experience. For many people, visiting a museum
can be like visiting an unfamiliar church - potentially
full of beauty, but also of gravity and vaguely
understood rules that are likely to provoke unease.
Not surprisingly, then, we speak of museum-goers
as people who “attend” the exhibitions, with the
word “attend” meaning not only “to be present
at,” but also “to accompany, as a servant.” By
contrast, thousands of people who had never been
to a museum before felt empowered to enter The
337 Project, and not just the building, but also
the community that existed around the building.
Reflecting their own sense of participation, those
who were there do not speak of having “attended”
The 337 Project, but instead assert their presence at
a seminal event: “l was there.”

The community that coalesced around The 337
Project still exists. The original building itself,
for all that it was ephemeral, lives on - perhaps
most charmingly in the wedding albums of literally
dozens of young couples, where the beginnings of
life-long journeys have become irrevocably bound
with an unexpected riot of color in the background.
Moreover, the artists who did such fantastic work
at the building will continue to reach out to the
public, in shows like Present Tense, and from novel
venues, like a one-of-a-kind truck that The 337
Project will launch this Fall (and which may appear
unexpectedly at your doorstep).

LN ALID IXVT LIVS NI INGI4 MV 0QTVM SINOF HLIM H3ATOHIHVHS V S| 301dd "¥IZINVOHO 1I3/0¥d /£§ 3H1 '331¥d WvaV

Dave Doman, The Garden, 2008



