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I 
 
In Richard Rezac’s Untitled (10-09) (2010), several flat, contiguous rectangular panels 
hang in the corner of a room. The vertical break that these panels provide to the 
architectural corner is paralleled by the shift in color and material from painted white to 
stained wood on the upper-left side of the sculpture. Spare patterns of small, tilted red-
orange squares populate the right and lower-left areas of the sculpture. Made from 
aluminum and painted cherry wood, the work utilizes shapes, colors, and materials that 
evoke furniture design and architectural details. These evocations, however, never settle 
into discrete associations. Instead, they hover outside any known set of terms and operate 
solely within their own abstract form. As in most other works by Rezac, the crisp 
material elements and clean edges of this piece showcase an elegant and minimal style 
that is easy to describe formally, but locating any fixed meaning or frame of reference 
remains difficult otherwise. 
 
In Transcription for a Transcription, After V.M. (2013), Dianna Frid transcribed a 
quotation from the Russian poet Vladimir Mayakovsky onto a cloth ground with 
embroidery thread. There are no spaces between the letters in the quotation, and words 
are broken in ways that obey the shape of the frame at the expense of known vocabulary 
and grammar. Irregular black vertical stripes span the length of the work, and colors shift 
between letters and stripes. The process of sewing text onto an otherwise abstract 
composition exemplifies Frid’s interest in the ways that language and textiles defy simple 
meanings and easy associations. 
 
The full range of objects and images in this exhibition includes examples of works from 
various cultures. Drawn from the DePaul Art Museum’s permanent collection and the 
Special Collections of the John T. Richardson Library, the books, paintings, sculptures, 
photographs, and other objects on display were made with a variety of materials and 
processes. Through the juxtaposition of objects with formal similarities, the connections 
between works—and the affinities they generate—broaden how we see and understand 
all of the art brought together in this exhibition. Centered on the work of Frid and Rezac, 
the objects and images on display complement one another formally and provide 
opportunities to find familiar patterns in unfamiliar forms and surprising connections in 
dissimilar objects.  
 
II 
 
The egg shape in Rezac’s Untitled (12-09) (2012) suggests a familiar, possibly domestic, 
association, but the other elements of the sculpture resist naming; indeed, they demand 
that we recalibrate what we see and how we consider it. As we pause to appreciate the 
carefully crafted and highly finished surfaces of this piece, we are reminded of other 
things we have known and experienced. Windowsills, table edges, chair backs, and soffits 



come to mind, though the elements of the work never firmly attach to any of these 
corollaries; therefore, they resist being identified as anything outside of the work itself.  
 
Likewise, Rezac’s Untitled (10-10) (2010), which hangs from the ceiling and features 
five pale-green vertical forms with rounded concavities at their bottoms, defies easy 
identification. Suspended just above our heads, the forms suggest an odd device or 
chandelier, while their concavities mirror the crown of a head. The institutional shade of 
green is familiar, but nothing else about the work alludes to affinities beyond its own 
forms. The effect of this sculpture can be disorienting, as we struggle to pin down 
associations that flit across the tip of the tongue or lie at the cusp of memory. We are left 
to accept it, and Rezac’s other works, on formal terms, while it alludes to things that we 
cannot quite define. 
 
Frid’s Weave (2015) has a visceral, material presence that likewise unsettles attempts to 
define it in familiar terms. The large size, bold color, and combination of surfaces within 
this embroidered mixed-media work command our attention. At close range, the work 
overflows into our field of vision, the materials referencing quilts and other textiles. From 
a distance, the formal arrangement demands to be read as a page of printed text, with its 
letter fragments and linear arrangement of forms. Yet the work refuses to satisfy us as 
text. Possible readings evaporate without any firm grounding. The only specific or 
defined terms we can apply to the work are formal and material. We are left to pause after 
recognizing possible elements of language but before this language forms itself into the 
meaning that we have been trained to expect from words. This work is as much about the 
space between knowing and naming as it is about the space between sensing and feeling. 
 
It is worth remembering that the words text, textile, and texture all share the same 
etymological origin. Text is weaving. Sewing is writing. Many of Frid’s works include 
transcriptions of words on a variety of materials, of which cloth is prominent. Although 
reading this text is presented as a possible mode of entry into these works, the usual 
patterns of meaning and structure associated with language are instead folded into the 
textile and texture. Language is just one of several lures into Frid’s art, which forces us to 
confront and contemplate the open-endedness of seeing, reading, and knowing.  
 
III 
 
Each of the objects in the exhibition that was not made by Frid or Rezac carries stories 
from the time of its creation, place of origin, and journey to DePaul University. These 
narratives are important for understanding the pieces historically and culturally. 
Typically, when such works are exhibited in museums, disciplines such as art history and 
anthropology are employed to locate and ground them in a particular subject-based 
context. In this exhibition, however, the objects’ materials and formal characteristics are 
made primary because the pieces share qualities with the work of Frid and Rezac. 
Collectively, these shared qualities create constellations of affinities across the exhibition 
and serve to generate new narratives that enhance each work without necessarily 
completing any of them. The lightness of the references within the work of Frid and 
Rezac complement the formal qualities and specific associations of the other works. 



Conversely, the qualities and characteristics of the items drawn from DePaul University’s 
collections illuminate possible references within the work of Frid and Rezac. What is 
revealed throughout the process of assessing and appreciating all of the works in the 
exhibition is a poetics of form that connects diverse objects without grounding them in 
any single interpretation or narrative. 
 
In Frid’s Notations 2 (2015), the tipping of the cloth draped over the classical figure 
echoes the tipping of the aluminum forms in Rezac’s A’s Robins (2010). The wooden 
rectangles in Rezac’s work also evoke the pattern of muscles in Notations 2’s figure and 
the woven designs embroidered over the figure. The color palettes of the two pieces are 
similar, but the complete abstraction of one and the systems of representation in the other 
defy any shared properties otherwise. 
 
Other combinations throughout the exhibition also reveal surprising ways to experience 
and know the works on display. The texture in Mario Algaze’s photograph Doce Angulos 
(2002) echoes the patina on the surface of Rezac’s Pacific Sailor (1997). The patterned 
grooves in the small Ghanaian bronze sculpture evoke the oval patterns in Frid’s Banner 
for Skylight (2010) and the circles cut into Rezac’s Untitled (02-06) (2002). The Indian 
miniature painting of a standing man has a border of the same color as a Zulu sun hat. 
This color also appears in Frid’s Be Made of Laughing Particles (2013), as does a yellow 
that comprises the entire vertical mass of Rezac’s Untitled (02-05) (2002). The colors in 
all these works are echoed in the reproduction of The Dance, a 1910 painting by Henri 
Matisse, featured in the pages of Verve, a French periodical from the 1930s. The black 
geometric shapes in these pages evoke the graphite in Frid’s Evidence of the Material 
World #6 and #7 (both 2016).  
 
The folio Estampes, Conquetes de Kien-Long (1783–86) includes prints made by French 
missionaries. The images are copies of paintings located in a Chinese palace. But the 
folio’s pages have been informed by an altogether different logic: they have been 
partially eaten by worms. The wormholes alter the landscapes and figures represented in 
the images, while also opening unexpected channels for interpretation. In the context of 
this exhibition, the wormholes enhance the folio’s form. Collectively, the work of the 
author, illustrator, printer, bookbinder, and worms delivers a narrative that exceeds the 
scope of any single participant or logic. The trails left by hungry worms satisfying their 
appetites parallel the creative activity of the printmakers and missionaries. Both are traces 
of exploration, growth, and sustenance. These qualities are made explicit when 
considered in the context of Frid’s Esta Mina (This Mine) (2015), a book that includes 
embroidery, colored foil, and an assortment of rocks held in cavities cut into the pages. 
The formal and contextual elements in Estampes, Conquetes de Kien-Long and Esta 
Mina enhance one another when presented and experienced together. 
 
These items are discussed here because they illustrate some of the constellations and 
affinities mentioned above. The full range of forms in the diverse objects in the 
exhibition open a wide range of possible associations, but it is the forms, colors, 
materials, and surfaces in Frid’s and Rezac’s works that hold them all together. By 
isolating diverse objects, we may lose important avenues for knowing them, but by 



reframing these objects within an exhibition of contemporary art, we enhance how we see 
and experience them. These frameworks enhance and inform each other. The realm of art, 
and the specific examples of Frid and Rezac, allow for such reconsideration. 
 
IV 
 
The term complement may be inherently paradoxical. As certain details or references 
within an object satisfy us aesthetically, or visually connect to other forms and objects, 
they enhance how we appreciate it. These enhancements open opportunities to know the 
object more deeply or find more affinities between it and other things. This process fills 
our experience of looking with curiosity. But complements also complete things, and if 
our engagement with the objects in this exhibition is ever completed, then our curiosity 
will cease to embrace their open-endedness. 
 
The references that inform the work of Frid and Rezac invite us to participate in 
processes that defy completion. They hover and flit without ever settling onto defined 
terms. They generate affinities and invite us to make connections between dissimilar 
objects and unfamiliar things without ever firmly grounding our observations in any one 
association. As these references connect Frid’s and Rezac’s works to the other objects in 
this exhibition, we recognize the dynamic nature of all of the works individually and 
collectively. This process is inherently generative and never complete.  
 
All the while, the formal elements that the artists, craftspeople, and bookbinders built into 
each work hold their place and coax our contemplation. Finished works are never 
complete when the complements they generate enhance how we see and know them. But 
these complementary qualities are even stronger when they enhance how we see and 
know the things around them. 
 
 


