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amthstic doubls life of & performer and sculpor.

In solo and collabarative offorts with atheravant .-
gande composers and musbcians, he spins, throws, ind
othersise mistreats records on several turn-
tables to produce & eollage of sounds with scratckes,
s#kips, and other noscs, Borrowing records, steroo
I-]mhl‘l..!l‘ld other ebements from the domamn u[ml.ir.
be makes witty objects and installatsons, seeking ta
create viswal releronces to sound.

Raised in Geneva, Switzerland, Marclay meved 1o
Boston in 1977 to study sculpeune at the Massachusetts
College of Art. During weckend trips to New York, he
frequented downbown clubs where visual artases such s
Dan Grnham and avani-garde reck groups sach as
DNA performed. The Punk Rock movement, which
was af it heighe during that time, advocated the dea
that amyanc, no mattor b I|I|::|i-:ll|::'I untrained, couald
make music. The ontmised Marchy became attracted
o the movement’s mw eneny amd emuncipating

CHRIETIA.N MARCLAY LEADS THE

mEssage.

In 1P, while still in call Marclay formed b
first pcrfnrml.rl': Eroup, Tbl:il:rﬂhl‘l. Even, a duo
with Blu.lu.r.t Kuarm Hlnr:,r ‘The name referred to the
famous work by the arhst Marcel Duchamp, The
Bride Stripped Bare by Her Bachelors, Even
f.[.dfrﬁﬂl!}, 19 5=27. I:I'l'hr uinfEne in [h.rl:'l'lm':
and the French-born artist's inststence that art be more
than merely *“retinal’® contirues to inform his work. In
1980 Marclay moved o New York and formed s
sccond group, Mr.-rl Tm Son, which consested of o
Ell.'itl.T'i.ltl L wialnisz, and himself on records,
By this time, be had begur his signature practice of
cur up records and rnult-mhlins them 1o form new

t he then plays.

erchj.v«'hn:'lfuﬂjr sware that records are icons for
& generaiion resred on rock musc, alss considers them
potent symbals of youth; fun, and freedom. [n the age
ol the com dis, pecoeds sre carniens ﬂﬂlilmq.mm
aerile amd, rhﬂrﬁun-, uﬂuinlly msre anhammnrial.
Because of the fruglity of their surfsces and becaus
""r; nick can be heard when played, records must be

ully eended: kept clean and storsd in 2 dry, cool
plece. They are becoming increasingly rure commodi-
view and can be ferimhes for rhose who maie new
rechnabogy. Marclay exploiss these associmtons in his
record-aby

Dwuring the exrly 15805, Muarcly coacentruted om his
performance work. He conrinued ro ecombine records
into what ke termed "recycled records™ (cover). Using

the H'I.l:lr nl:lnfl'lpl'l duc 1y o matenal, he curved,

f then reconstracted each record, I:rﬂ.I:II'L‘ it
uul]:h.lrll n:ml:mm.:d.lm of differesr colom snd
F-{ln:h created collages of sinking visaal
]:-bhenu Each -ufth.l: |:|.=||!| n:cnnh:'.ll.uni-qlurwarl;.
n'n-rngh;hz mas-produced nature of the ongiaal
I.I'I'_1.l:f maintains that I:IEI:I.I.I..I].‘H'I.}‘I. consid -
ered a record to be an object first, o physical trassenip-
tion of sound,”" before ing music. These carfier
works can be played on a rurmmble bur with some
damage to the needle. O the many wroist-creaved discs,
Marchy’s are perhaps most relaved 10 the works of
Milam Knidik, who wai sisocrted with Fluzus, a
]-ml-r!ul'l'lumd interrational group of artists who were
involved in peformasce sctivities beginnieg in the
19605, Kargik shiced and recombined different records
wrl adced objecrs such as safecy pins and plasic wys o
his dascat

As in his reeyeled recands, Marchiy™s subsequent
recordings are also comprised of music and sounds that
are borrowed from diverse sources, making them his
own through their recombination. This appropration
of music parallcls the barmowing of images m::md. by
eamtemparary artines such o Sherne ine and
Richasd Prisce, both of whom are mach admired by
Marchy.

Record without a Cover, 1985, was Marclay's firmt
sole recenling, A vinyl disc on which his compositions
had been recarded, he intended that & be dmtrbuted
withoat a cover. Whatever abuse befell the record was

incorporated into the music. Thmu%\lI the simple
l.ll:ll:" ichal-

of climinating its packagin
E; the invislabiliey of the surface and the
uniformity l:lrntm'da&rmulu. Composer John Cage's
allowance for ambient wands in his craations beames o
physical realiy in M s work.
Mtll:hr'! wecand record, UEH:I'H. |"J'E?, Was
Eﬂnhﬂuﬂupiﬂlﬁﬂnﬂ packaged in a laxunous
h.cmmplzbdj wonfunctional, il:i.'n-:rr mmuch
nl:,tcrrnh:ullﬂledl.rd exwers im a fimnited advnion of
fifty signed and numbered examples. Unfinfed 11:
F|||':|.'|-|:.H.'_|I % commest upon the l.'ﬂll"'l'l]dﬂ}' “Pn;t
music, the fact that “music i something free but avail-
able for trede when recorded.™
Anmother nonfuncisonal work is Secref, 1988, Al
thwgh Marclay’s muosic s recorded on thi nickel-
E}u lated disc, a padlock restricts one from hearing it.
by five of these discs exist, makiag them even more

Prﬂ:nl.llhu Ulersut e, They are also more perplexing
-nh:ﬁ:u san<e the pnt-:ul:lll for sound exises. As s resuly



Fig. L Tape Fad, 1970, Kroootied megsetn wge, rever, ldder, varaids
dimtaisom. Courtrey Tom Coghast Crallery, Mew Veoon. Tasmibies s ik
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of furniture to imply & human presence compound the
allusions o the erotsc,

The exception to Marclay's silent works is Fape
Falf, 1989 (ig. 3), which was sparked by his interest in
magnetic recording mpe 1s o possihle sculprural mater
al. Tape i used in the recording proceas, and & arclyy
experimented with the marerial, constantly unwinding
it and watching 1t spall, Trs warery quality eveniually
waggested the work. The sound track 1o Tape Falf was

his fint comcious effort to reproduce sound from
nature. The same colliging method he used in other
recerdimngs was wicd hom, @ hic combnmved verioss tracks
of the sound of drepping water using the lvcst dagical
technology. The sousd of Tape Falf i s wofr,
comforting, nonintnsive accompaniment 1o the grad.-
ual flew and accumulation of tape. The steached ladder
provedes access (o the mpe machine for whoever loads
the tapes. This sctivity sdds an element of performance
thai becomes an mmpartint aspect of the work. The fimt
T-I:TJH Fd-ﬁl was installed ar the MNew Mluweam of
Contemporary Art in MNew York in 1989, After the

"exhimtion |:In-'|.ec|, Mlhlirﬂlllnl:!ﬂj the tape in battles

sl sodd ir as Bernfed Warer, 1990,

T, which 15 a crecial element of music, i b an
integral pert of Murclay's Fape Fall The tape Ensilids
Up 28 time passes, giving the wark an ongunie ife of its
own. In ks reconds, Marclay allows mndom events
such as scratches to alter whar is traditionally thoughe
of a8 a “finsshed™ piece of music. Similarly, in Tape
Fadl, sncontrollable forces such as gravity are permi-
ted constantly to tmmfarm a work of sculpiuie, &
medium wsmally sssocired wath static, defined Forms,
This interest in sculptural form as developed through
timme has its precedence in the Process Art of the 1960s
and 19708 in which amists such a8 Eva Hesse and
Richard Serra incorporaed plisble materialsand chance
imto theoar work,

Marclay's sculptures are his attempt to depact the
flocting and immatenal phenomenon of sound. Witk s
Duchampian clevernem and love of puns, he creates
pacces that refer to warks by earlber modern armiss and
COMMEAL Upin CONMEMPOrAry isues concermang the
eriginality and commodification of art and music,
Aware of the roof music, he capitalizes on the
misociations it evokes snd on & genenation’s obsessinn
with its technical acooutrements,

mady Crus
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of this impeded acoess to something coveted, & sense of
unfulfilled desire pervades Secref, Thin same feeling of
frustration ecists in Duchamp’s Wik Hidden Nore,
1916, a sculpture comisting of & ball of twine secured
between two briss plaves. Whatever lics inside & thus
an unarrinable mystery.

Marcliy's Sowsd Sheet, 1090, s comproed of
numerous chear flexidiscs that are sewn together.
Flexidiscs are phiable, translucent versions of records
EL’H:H:,- found in magarines or cereal boxes. Sound

f coniains recordings of his music, and if oee were
toremowe the stitching, the discs could be played. Sewn
together, they form a transparent curtain, a phantom-
like represeniation of sound.

Record covers, which are meant to give visual chies
to an aural experience, also receive spedial treatment
from Mmhr-‘F;::"m ot the words or pictures and
replaces them with additians from ather record covers.
Rectangles of solid color block out titles or figures,
transforming these once funcnicnal jackets into abstrac-
tions reminiscent of the Suprematist compositions of
the Russian artist Kazimir Malevich, Viewers are left
guwessing about the former idenrities of Marclay's now-
masked jackets. In the rextual covers, titles or images
are replaced to create o series full of spiritual or relignous

releremces.

Fig | Frmarts, 1980 Silusse rubder, merenl clips: 145 5 184 5 2 incho
prerall, Cosrery Tom Cuglusi Gallery, Frw York, Plote: Peser Mowcuss,

Mzrcley s sculptures, which re recent creatioes, are

ks atte “to comment on sound without sound
being heard.” Perhapa the most striking aspect of these
objects is their muteness. By winue of the mascrials

from which they are made, their lack of sound can be all
the more haunting. Crecs, 1987, for example, s
comprised of six stereo sprakers stacked and joined

her. The symbolism of the Chrstism scon 1
enkanced by the blsck and soundless spraken, mault-
i in wn :r:rrm depiction of dead silence.

The same sense of marealiy permeates Charr,
1988, & photographic assemblage mui-:ing;_ﬁ cropped
and enlarged 1 of open mouths taken from booiks,
newspapers, and magazines. Framed in old wood
frames, they am arranged closely together like the
SIERGIE 10 § grOu rait. The eropping eliminates any
atker idenlrfrirpnl?:lud'lhnu ;F;:Ed The isolared
open mouths, particularly those with teeth, are at once
menscing and humorous, Their muffled crics suggeica
Joss, a8 if the work wore & memoral (o & past event.

b f ia mlso surreunds muach of Marcley's work.
His use of old records or everyday objects, which have
an added texrure of age, is his conscious decision to rp
into our longing for the familar. Marclay refers to
nestalgia in the same way a1 advertisers, who for the
most past are only too aware of it powerful lure. In
Suitcarer, 1988 (fig. 2). speaken are embedded n
antique luggage. F-holes, the sound holes seen on
stringed instruments such as violins, are carved intoan
old, attractively worn door in Door, 1983, This work
refers to an carlier photograph by Man Ray entithed L
Fiolem o Tmgres, 1924, 1 depiction of a nude woman
with F-holes in her back stting in 8 pose tken directly
from a Fi.-nﬁng by the Neackhsscal arist J. A. D,
I ar Marclay, recordings, both photographix
and musical, are alwaps implicitly abour the past.

An alignmest of the mechanicsl snd sexual secur in
many of Marclay's works. Marcel Duchamp, whose
work Em:lj' influenced him, was the master of this
i , fieding i the machine an appropmate mOCE-
phor for the erotic. Marclay's Breases, 1789 (fig. 1}, »
two silicone rubber casts of the face of a sreren
Its protruding conical forms in a spongy, tactilke
material have an obvious anthropomorphic reference.
Duchamp kad made & version of 8 breast in pink foam
nehber, e Toscher, 1947, a3 a cover for an
exhibition catslog Another sculpture of Marclhay's,
Téte & Tire, 1990, presents the in their
original incented forms as plates sct 1n a table laid for
two, The reference tofeeding and intimacy, tnd the use



Fig ! Sanfcawr, WL Soavwes, seres suabon; 06 5 &7 0 0 il ssenll Coanesy Tom Caglani fallery, New York. Ploio: Feer Mowars
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