
ROBERT BUCK



Robert Buck
Born 1958, Baltimore MD
Lives and Works in New York and Texas

Education

1993   The Independent Study Program of the Whitney Museum of American Art, Studio Program, New York, NY

1983   Undergraduate Film and Television, New York University, Tisch School of the Arts, New York, NY

Robert Buck

Solo Exhibitions

2022    Robert Buck: Wound Filler, Von Ammon Co., Washington , D.C.

2018    Formations, Angela Meleca Gallery, Columbus, OH

            Second Hand, Ulterior Gallery, New York, NY

2016    Exposure, Angela Meleca Gallery, Columbus, OH

            Robert Beck | Robert Buck: States of America, Pizzuti Collection, Columbus, OH (catalog)

2015    Robert Beck Buck, Iceberg Projects, Chicago, IL

2014    New Work, CRG Gallery, New York, NY

2013    Robert Beck | Robert Buck: Collected Works, Rennie Collection at Wing Sang, Vancouver,

Canada (catalog)

2012    Kahpenakwu (West), CRG Gallery, New York, NY

2009    iPainting, Anthony Meier Fine Arts, San Francisco, CA

2008    第二自然, (Second Nature), CRG Gallery, New York, NY

Selected Group Exhibitions 

2022    At Six and Seven, Ulterior Gallery, New York, NY

2021    A Primer on the Commons, Columbus Museum of Art, Columbus, OH



2020    bodyweather: Robert Buck and Elizabeth Rogers, Liberal Arts, Roxbury, NY (forthcoming)

            Love Letters, Helen Day Art Center, Stowe, Vermont (curated by Rachel Moore)

            When We First Arrived…, The Corner at Whitman Walker, Washington, D.C. (organized by Mary Ellen Carroll and Lucas Michael and curated

            by Ruth Noack)

2019    Triggered, Sphere, Berkeley, CA

2018    Doppleganger, Diet Laboratories, Brooklyn NY

            Mexico and Robert Beck/Robert Buck, Erin Cluley Gallery, Dallas, TX

2017    The Dark State, Bushwick Open Studios, Brooklyn, NY (curated by Becky Kinder)

            Strange Attractor, Ballroom Marfa, Marfa, TX (curated by Gryphon Rue)

             New Acquisitions, Margaret M. Walter Wing, Columbus Museum of Art, Columbus, OH

2016    Erik Hanson Two Years of Looking, New Art Projects, London, England (curated by Erik Hanson)

            Tongue, Angela Meleca Gallery, Columbus, OH

            We Are Not Things, Invisible Exports, New York, NY (curated by Hannah Whitaker)

2015    The Art of Collecting, Napa Valley Museum of Art, Napa Valley, CA (catalog)

             Russian Doll, M+B Gallery, Los Angeles, CA (curated by Matthew Porter)

2013    Inaugural Exhibition: Looking Forward, Pizzuti Collection, Columbus, OH

            Alchemical, Steven Kasher Gallery, New York, NY (curated by Kevin Moore [catalog])

            Booth 548, CRG Gallery, New York, NY

2012   No Person May Carry A Fish Into A Bar, Blum & Poe, Los Angeles, CA (curated by Julian Hoeber and Alix Lambert)

            Summer Sculpture Show, CRG Gallery, New York, NY

2011    The Air We Breathe, San Francisco Museum of Modern Art, San Francisco, CA (curated by Apsara DiQuinzio [catalog])

        



            Wishing and Praying, CRG Gallery, New York, NY

2009    Of Other Spaces, Bureau for Open Culture at Columbus College of Art and Design (CCAD), Columbus, OH

            (curated by Jim Voorhies [catalog])

2008    Sorry We’re Closed, Galerie Rodolphe Janssen, Brussels, Belgium

            Duck Soup, La Mama Gallery, New York, NY (curated by Daphne Fitzpatrick)

            The World Is All, Hudson Franklin Gallery, New York, NY

            Beyond A Memorable Fancy, Elizabeth Foundation for the Arts Project Space, New York, NY (curated by Michelle Levy [catalog])

Videoworks / Selected Group Exhibitions and Screenings

Grass Light on Flesh, 7:09 min. color, stereo sound

2022     A Spirit Appears To A Pair of Lovers, Microscope Gallery, New York, NY

Out of the Blue, 5:11 min. color, stereo sound

2020     Spring Studio Visit, Helen Day Art Center, Stowe, VT

Selected Bibliography

Mark Jenkins, “In the Galleries: Sobering Reminders of Gun Violence”, The Washington Post, November 11, 2022

Mike Verillo, “’Love Letters:’ Helen Day exhibit explores ways to say ‘I love you’”, Stowe Today, January 30, 2020

https://www.vtcng.com/stowetoday/arts/love-letters-helen-day-exhibit-explores-the-many-ways-to/article

Micaheal Granberry, “’Mexico’ and ‘Robert Beck/Robert Buck’ are two provocative new shows at Erin Cluley Gallery”, Dallas News, August 25, 2018,

https://www.dallasnews.com/arts/visual-arts/2018/08/25/mexico-robert-beckrobert-buck-two-provocative-new-shows-erin-cluley-gallery

Stephanie Black, “Meet Robert Beck/Robert Buck”, WhiteHot Magazine, May 2018

https://whitehotmagazine.com/articles/meet-robert-beck-robert-buck/394



Nancy Gilson, “Artist Robert Buck Addresses Violence Through Beauty; Exhibit Pizzuti Collection”, The Columbus Dispatch, June 18, 2016, pg. F6

Diana Paulozky, “Entravista A Robert Buck”, PSIne, no. 2, April 2016

Stephen Friedman Gallery, Twentieth Anniversary Exhibition Summer 2015, 2015, pgs. 42-43

Stacy Stowe, “Storm Leaves Residue of Questions”, The New York Times, Arts & Leisure, May 12, 2013, pg. 24

Alex Quicho, “The Opening: Robert Buck / Robert Beck at the Rennie Collection”, Vancouver Is Awesome, March 21, 2013 

Lucy Hyslop, “The Art Of Reinvention”, The Vancouver Sun, Saturday, March 2, 2013, pg. E3

Matthew Porter, “500 Words”, artforum.com, February 7, 2012

Jane Harris, “Kahpenakwu”, Art In America, May 2012, pgs. 176-177

Shelly Silver, “What I Know About Penises”, One Star Press, 2012, pg. 102 and back cover

Steven T. Zevitas, Ed., New American Paintings, February/March 2012, Volume 17, Issue I, pgs. 36 – 39

Whitney Kimball, “Robert Buck CRG: This American Graveyard”, newamericanpaintings.wordpress.com,

Bill Horrigan, The Radiant Future, Donald Moffett, Columbus College of Art and Design, pg. 4

Aram Moshayedi, “Critic’s Picks: Los Angeles: No Person May Carry A Fish Into A Bar”, arforum.com

Eileen Myles, “My Gay Marriage”, The Air We Breathe, 2011, exhibition catalog, pg. 25

James Voorhies, Of Other Spaces, exhibition catalog, April, 2009, pp. 106 - 109

T.J. Carlin, “Robert Buck: Second Nature”, Time Out New York, July 17-23, 2008, Issue 668, 2008, pg. 58

Michelle Levy, Beyond a Memorable Fancy catalog, Elizabeth Foundation for the Arts Project Space, 2008

Publications

Robert Beck | Robert Buck: States of America, cataloge published on the occasion of the exhibition at the Pizzuti Collection, 

Columbus, OH, May 10 to September 4, 2016, with an interview with the artist

Robert Beck | Robert Buck, catalog published on the occasion of the exhibition at Rennie Collection at Wing Sang,

Vancouver, B.C., Canada, March 2 to June 18, 2013, with an essay by James Voorhies

Visiting Artist Lectures / Presentations / Critiques

2019–    Fashion Institute of Technology (FIT), Fine Arts Department, Adjunct Faculty

2017-18    Low-Residency Mentor, MFA Program, School of the Art Institute of Chicago, Fall and  Spring semesters



Related Activities

2022    “Of Her Own Making: A Conversation with Lynne Cooke”, The Lacanian Review: The Woman, Issue 13, Fall 2022

Cover design, “The Lacanian Review: The Woman”, Issue 13, Fall 2022

Writer, "Conostellation", The Lacanian review: American Lacan, Issue 12, Spring 2022

2022     Writer, “Enjoy!”, The Lacanian Review: American Lacan, Issue 12, Spring 2022

2021     Writer, “Out There In ‘Nomadland’”, The Lacanian Review: The Art of Singularities, Issue 11, Spring 2021

Writer: “On and Off the Grid, The Lacanian Review: The Art of Singularities, Issue 11, Spring 2021

Cover design, The Lacanian Review: The Art of Singularities, Issue 11, Spring 2021

2020    Cover design, The Lacanian Review: Paranoia, Issue 10, Fall, 2020

Writer, “Out of the Blue”, The Lacanian Review: Still Life?, Issue 9, Spring 2020

Cover design, The Lacanian Review: Still Life?, Issue 9, Spring 2020

2019    Writer, “At the end of. the day...”, Strange Attractor, Ballroom Marfa, Marfa, TX, exhibition catalog

Cover, “The Lacanian Review: Nightmare”, , in collaboration with Cyrus Saint Amand Poliakoff, Issue 8 Fall 2019

Writer, “Wake”, The Lacanian Review: Nightmare, Issue 8, Fall 2019

Cover, The Lacanian Review: Get Real, in collaboration with Cyrus Saint Amand Poliakoff, Issue 7, Spring 2019

Writer, “We’re Off the Deep End, Now”, in collaboration with Elizabeth Rogers, The Lacanian Review: Get Real, Issue 7, Spring 2019

Art Contributor, The Candidate Journal: Screens, Issue 8, Spring 2019, http://www.thecandidatejournal.org/

2018    Writer, “Warhol a”, Artists on Artists Lecture Series, Dia Art Foundation

Writer, “Shear\All\Done\Again”, Cheryl Donegan: GRLZ + VEILS, Aspen Art Museum exhibition catalog

Writer, “The License to Silence”, Lacanian Review Online

            Cover Design, The Lacanian Review, “Delights of the Ego”, Issue 05, Spring 2018, in collaboration with Cyrus Saint Amand Poliakoff

Interview, “Image Culture” podcast with William Laird, May 2018, http://www.williamjesslaird.com/imageculture/

          Interview, “A Conversation with Artist Robert Buck”, CUNY TV Digitial Series: Twilight Talks, http://www.cuny.tv/show/twilighttalks/PR2007107

        Cover Design, The Lacanian Review, “Family Dramas, Family Traumas”, Issue 04, Winter 2018, in collaboration with Cyrus Saint Amand Poliakoff



2017  Art Editor, Lacanian Compass Express (LC Express), Lacanian Compass New York

Member of the Lacanian Compass

Writer, “The Trumpet That Tweets”, Lacanian Review Online, January 8, 2017,

            http://thelacanianreviews.com/lacanian_review_online080117.html

            Artist page, “Marfa Myths 2017”, Mexican Summer and Ballroom Marfa, pg. 119, 2017

            Cover, “The Lacanian Review, Segregations: Desire as Subversion of Identity”, in collaboration with Cyrus Saint Amand Poliakoff, TLR 3, April 2017

2016    Writer, The Lone Wolf All Alone, Lacanian Review Online, with Cyrus Saint Amand Poliakoff, June 24, 2016

           http://www.thelacanianreviews.com/the-lone-wolf-all-alone/

            Writer, “Why ‘The Revenant’ Is Relevant”, Lacanian Review Online, March 25, 2016

            http://www.thelacanianreviews.com/why-the-revenant-is-relevant/

2015    Writer, “Saccade Drawings by Patrick Keesey”, diSONARE, No. 3, Spring 2015

            Artist pages, “What We Know About Penises”, OneStar Press, back cover and pg. 102, 2013

            Writer, in collaboration with Cyrus Saint Aman Poliakoff, “A Hole in Horror: David Lynch’s INLAND EMPIRE”, Enlaces: Psychoanalysis & Culture, 19, October 
2013

            Panelist, with Cyrus Saint Amand Poliakoff, “What Lacan Knew About Women”, Symposium for release of Culture/Clinic, University of Minnesota Press, 
with sponsorship of the World Association of Psychoanalysis, New Lacanian School and University of Jacques Lacan, Miami, FL

2011  Culture and Psychoanalysis, an ongoing seminar in collaboration with Cyrus Saint Amand Poliakoff in conjunction with Lacanian Compass, New York, NY

2011   Panelist, “Reading the Unconscious”, Clinical Study Days 5, The Lacanian Compass Conference, Miami, FL

2009   Writer, “Nomenclature”, VECTOR, Issue 2, 2009, pgs. 41 - 43 (Ed. Peter Gregorio)

Teaching

2019      Fashion Institute of Technology (FIT), Fine Arts Department, Adjunct Faculty

2017-18 Low-Residency Mentor, MFA Program, School of the Art Institute of Chicago, Fall and  Spring semesters



Awards / Grants / Fellowships

2019    Pollock-Krasner Foundation Artist Grant, Pollock-Kranser Foundation, New York, NY

Robert Beck

Solo Exhibitions

2018    Vestige, Ulterior Gallery, New York, NY

2007    dust, Wexner Center for the Arts, Columbus, OH (curated by Bill Horrigan and Helen Molesworth [catalog])

            “How Am I To Sign Myself”, CRG Gallery, New York, NY

2006    Stephen Friedman Gallery, London, England

            Olpalka Gallery, Sage College, Albany, NY (curated by Jim Richard Wilson [catalog])

2005    Anthony Meier Fine Arts, San Francisco, CA

2004    New Work, CRG Gallery, New York, NY

            Art Basel Miami, The Design District, Miami, FL (curated by Stephen Holmes)

2002    Anthony Meier Fine Arts, San Francisco, CA

2001    Drawings, CRG Gallery, New York, NY

2000    Nature Mort, CRG Gallery, New York, NY

            The Woods, Galerie Rainer Borgemeister, Berlin, Germany

1997    Susan Inglett Gallery, New York, NY

1996    Susan Inglett Gallery, New York, NY

1994    I.C. Editions, New York, NY



Selected Group Exhibitions

2022    Afterimages: Pop Art and Beyond from the Fischer and SF MOMA Collections, San Francisco Museum of Art, San Francisco, CA

            Donald Moffett + Nature Cult + The McNay, The McNay Art Museum, San Antonio, TX

2021    Closer to Life: Drawings and Works on Paper in the Marieluise Hesel Collection, Hesel Museum of Art, CCS Bard, Bard College, CCS Bard, 
Annendakle-on-Hudson, NY

2021    World Peace, Museum of Contemporary Art, Westport, CT

2019    A Specific Eye: Seven Collections, Demisch Danant, New York, NY (Collection of Bob Gober and Donald Moffett)

2018    Polaroid: The Disappearing, Nathalie Karg Gallery, New York, NY

2017    Range: Experiments in New York: 1961 - 2007, The Met Breuer | Metropolitan Museum of Art, New York, NY (curated by Ian Alteveer)

            Polaroid: The Disappearing, Nathalie Karg Gallery, New York, NY

            Inaugural Exhibition, Bunker Artspace, West Palm Beach, FL

2016    A Slow Secession With Many Interruptions, San Francisco Museum of Art, San Francisco, CA

            Human Interest: Portraits from the Whitney’s Collection, Whitney Museum of American Art, New York, NY

            Winter 2015/2016: Collected Works, Rennie Collection at Wing Sang, Vancouver, Canada

            Receipt of a Magical Agent, CCS Bard Hessel Museum, Annandale-on-Hudson, NY

2015    Sitter, Columbus College of Art and Design, Columbus, OH (curated by Michael Goodson)

            Forensics: The Anatomy of Crime, Wellcome Center, London, England

2014    Robert Gober: The Heart is not a Metaphor, The Museum of Modern Art, New York, NY (curated by Ann Temkin [catalog])

            Panopticum, Robert Miller Gallery, New York, NY (curated by Kevin Moore)

            Sleuthing the Mind, Pratt-Manhattan Gallery, Pratt Institute, New York, NY (curated by Ellen Levy)



2012    A Rebours, Adam Lindemann Gallery, New York, NY

            Rorschach, Phillips De Pury & Co., New York, NY

2011    Politics is Personal, Stonescape, San Francisco, CA (curated by Thea Westreich Art Advisory Services)

            Crazy Lady, Schroeder Romero and Shredder, New York, NY (curated by Jane Harris)

            Supply and Demand, Canzani Center Gallery, Columbus College of Art and Design, Columbus, OH (curated by Lisa Dent)

           Compass: Drawings of the Museum of Modern Art New York (The Judith Rothschild Foundation Contemporary Drawings Collection), Berliner Festspielle, 
Berlin, Germany (curated by Christian Rattemeyer)

            Wishing and Praying, CRG Gallery, New York, NY

            Printer’s Proof: A Decade of Fine Art Printing, Bertrand Delacroix Gallery, New York, NY

2010   Hunt and Chase, Salomon Contemporary, East Hampton, NY, (curated by Beth Rudin DeWoody [catalog])

           Lush Life, Lehmann Maupin Gallery, New York, NY (curated by Franklin Evans and Omar Lopez Chahoud)

           Beck & Moffet / Lucio Fontana, Marianne Boesky Gallery, New York, NY (catalog)

           In and Out of Place, 176 Zabludowicz Collection, London, England (catalog)

           The Language of Flowers, CRG Gallery, New York, NY

2009   Compass in Hand: Selections from The Judith Rothschild Foundation Contemporary Drawings Collection, The Museum of Modern Art, New York, NY 
(curated by Christian Rattemeyer [catalog])

2008    White Columns Annual: Looking Back, White Columns, New York, NY (curated by Jay Sanders)

            Come In, We’re Open!, Galerie Rodolphe Janssen, Brussels, Belgium

2007    Exhibitionism: An Exhibition of Exhibitions of Works from the Marieluise Hessel Collection, Hessel Museum of Art Center For Cultural Studies, Bard 
College, Annandale-on-Huson, NY (curated by Matthew Higgs)

            On The Marriage Broker Joke, Office Baroque Gallery, Antwerp, Belgium

            The Red Badge of Courage, Newark Arts Council Open Studio Tour Exhibition, Newark, NJ

           ZING Magazine Exhibition, Circus of Books, Los Angeles, CA



2006   Twice Drawn, Tang Teaching Museum and Art Gallery, Saratoga Springs, NY (curated by Ian Berry and Jack Shear [catalog])

            The Last Time They Met, Stephen Friedman Gallery, London, England

            Subject, Lyman Allyn Museum, New London, CT

            Nightmares of Summer, Marvelli Gallery, New York, NY

            Armed: Contemporary Art and Violence, Mandeville Gallery, Union College, Schnenectady, NY (catalog)

2005    Past Presence, Whitney Museum of American Art, New York, NY

            Monuments for the USA, CCA Wattis Institute for Contemporary Arts, San Francisco, CA (curated by Ralph Rugoff [catalog])

            Monuments for the USA, White Columns, New York, NY

            Altered Spaces, Indianapolis Museum of Contemporary Art (IMOCA), Indianapolis, IN

            Heavenly, Or A Slice of White, Leubsdorf Gallery, Hunter College, New York, NY (curated by Julia Jaquette [catalog])

            Back from Nature, Institute of Contemporary Art, Maine College of Art, Portland, ME (curated by Cindy Foley [catalog])

            Ten Year Anniversary Show, Stephen Friedman Gallery, London, England

2004    Editions Fawbush: A Selection, Sandra Gering Gallery, New York, NY

            Needful Objects: Recent Multiples, Cleveland Museum of Art, Cleveland, OH (curated by Jeffrey Grove)

            Neo Queer: New Visual Art by Lesbian, Gay, Bisexual, and Transgender Artists, Center on Contemporary Art (COCA), Seattle, WA (curated by David Loyd Brown, 
Maura Reilly and Craig Houser)

            Your Heart Is No Match for My Love, The Soap Factory, Minneapolis, MN

2003    Robert Beck, Russell Crotty, Shibon Liddel, CRG Gallery, New York, NY

            Me, Myself and I, CRG Gallery, New York, NY

            Somewhere Better Than This Place, Contemporary Arts Center, Cincinnati, OH (curated by Thom Collins [catalog])



             Little Triggers, Cohan, Leslie and Browne Gallery, New York, NY

2002     Acquiring Tastes, Real Art Ways, Hartford, CT

             Song Poems, Cohan, Leslie and Brown Gallery, New York, NY (curated by Steven Hull [catalog])

             Arrested Development, Castle Gallery, The College of New Rochelle, New Rochelle, New York, NY

2001    The Draftman’s Colors: 14 New Acquisitions, The Whitney Museum of American Arts, New York, NY

            Crossing the Line, The Queens Museum, New York, NY

            In Cold Blood: Sites of Conflict: Art in a Culture of Violence, Samuel Dorsky Museum of Art, State University of New York at New Paltz, New Paltz, NY 
(curated by Nadine Wasserman [catalog])

2000    Wild Life, Beverly Reynolds Gallery, Richmond, VA

            Destruction/Creation, Ubu Gallery, New York, NY

            Human/Nature, Caren Golden Fine Arts, New York, NY (curated by Jane Harris)

            Animal Magnetism, Bucknell Art Gallery, Bucknell University, Lewisburg, PA

1999    Anni Albers, Robert Beck, Cadie Noland, Joan Semmel, and Nancy Shaver, Matthew Marks Gallery, New York, NY (Curated by Robert Gober)

           Calender 2000, The Center for Curatorial Studies, Bard College, Annandale-on-Hudson, NY

           Hindsight: Recent Work from the Permanent Collection, Whitney Museum of American Art, New York, NY

1998    Back-To-Back: Selected Fellows 1990-98, New York Foundation for The Arts (NYFA), New York, NY

            Robert Beck and Jasmine Sian, Anthony Meier Fine Art, San Francisco, CA

            Images for the Millenium, Long Island Center of Photography, New York, NY

            Portraits: Inagural Exhibition, Paul Morris Gallery, New York, NY

            Artists & Books: Picarone Editions 1997, Matisse Museum, Nice, France



1997   Investigations of New Photography and Film: “The New God”, Andrea Rosen Gallery, New York, NY (curated by John Connelly)

           33rd Annual Art On Paper, Weatherspoon Gallery, University of North Carolina, Greensboro, NC

           You Should Know Better: Truth and Artifice in Contemporary Photography, The Thread Waxing Space, New York, NY (curated by Samatha Tsao)

1996    Limited Edition Artists' Books Since 1990, Brooke Alexander Gallery, New York, NY

            Sugar Mountain, White Columns Gallery, New York, NY

            Show and Tell, Lauren Wittels Gallery, New York, NY

            What I Did On My Summer Vacation, White Columns Gallery, New York, NY

1995    Inaugural Exhibition, Morris Healy Gallery, New York, NY

            Verisimilitude and the Utility of Doubt, White Columns, New York, NY (curated by Bill Arning and Gregory Crewdson)

           Faggots: A Communiqué from North America, Centro Cultural Ricardo Rojas, Universidad de Buenos Aires, Buenos Aires (curated by Bill Arning)

1994    Violence/Business/Power, Neue Gesellschaft fur bildende Kunst e.v., Berlin, Germany (curated by Frank Wagner [catalog])

           Who Chooses Who: Benefit Exhibition and Auction, New Museum, New York, NY (choice of Robert Gober)

1992    7 Rooms, 7 Shows, P.S. 1 Museum, The Institute For Contemporary Art, New York, NY

           Gegendarstellung: Ethics and Aesthetics in Times of AIDS, Kunstverien, Hamburg, Germany, and Kunstmuseum, Lucerne, Switzerland (curated by Frank 
Wagner)

1991    Saint Vitas Dance, Suzanne Biederberg Gallery, Amsterdam, The Netherlands

            New Era Space, New Era Building, Sponsored by Leo Castelli, New York, NY, in collaboration with Jeffrey Litchfield (curated by Tricia Collins and Richard 
Milazzo)

            Queer, Butch, Femme..., Minor Injury Gallery, Brooklyn, NY



1990    AIDS/SIDA, Real Art Ways, Hartford, CT (curated by Anne Pasternak)

             Looking At A Revolution, Simon Watson Project Space, New York, NY

1989    Erotophobia, Simon Watson Project Space, New York, NY

            Group Material's "AIDS Timeline" Touring Exhibition, Matrix Gallery, University Art Museum, University of

            California at Berkeley, Berkeley, CA (curated by Larry Rinder)

Videoworks / Selected Group Exhibitions and Screenings

Song Poem (“Trips Visits”), 2001, 6 min, color, stereo sound

2017    Robert Beck / Robert Buck, Electronic Arts Intermix, New York, NY

2016    Edited at EAI: Artist to Artist – Screening and Conversation, Electronic Arts Intermix, New York, NY

2012    VHS, Museum of Art and Design (MAD), New York, NY (Curated by Matthew Desiderio, Rebecca Cleman and Jake Yuzna)

            VHS: The Exhibition, Franklin Street Works, Stamford, CT (curated by Rebecca Cleman)

2005    Multiplex II, Smack Mellon, Brooklyn, NY (curated by Rebecca Cleman)

2002    Different Class, Debs & Co., New York, NY

2001   Song Poems, Cohan Leslie and Browne Gallery, New York, NY (curated by Steven Hull [catalog])

           13th Videobrasil International Electronic Art Festival, Centro Cultural Sao Paulo, Sao Paulo, Brazil (curated by Lynne Cooke)

Nine Years Later (“Panic”) – Remix, 2001, 11 min, color, stereo sound

2017    Robert Beck / Robert Buck, Electronic Arts Intermix, New York, NY

2012    The MoMA Media Lounge, The Museum of Modern Art, New York, NY

2001    Cathartic-Disgust-Gestalt, The Project Room, Philidelphia, PA

            Video Jam, Palm Beach Institute of Contemporary Art (PBICA), Palm Beach, FL (curated by Galen Joseph Hunter and Michael Rush)



Nine Years Later (“Girlfriend In A Coma”), 1998, 12 min, color, stereo sound

2012    The MoMA Media Lounge, The Museum of Modern Art, New York, NY

            Television and Broadcast, LUX website exhibition, London, England

2000    Below 54, London, England

1999    Pop!, The Lux Centre, London, England

            TELE-vision, University of the Andes, Bogota, Columbia, South America

            13 Recontres Video Art, Centre d’art contemporain de Basse-Normandie, Herouville Saint-Clair, France

            The New Festival, The Gay and Lesbian Film and Video Festival, New York, NY

1998    Pandemonium: London Festival of the Moving Image, London Electronic Arts, London, England

The Trophy, 1998, 4 min, color, stereo sound

2000    RGB: Experimental Film, Video and Music Festival, Galapagos, Brooklyn, NY

            Human/Nature, Caren Golden Fine Arts, New York, NY (curated by Jane Harris)

           1998 I Love New York, Edinburgh International Art Festival, Edinburgh College of Art, Edinburgh, Scotland

           I'm Still In Love With You, Women's 20th Century Club, Eagle Rock, CA (curated by Steven Hull)

(“Panic”) Nine Years Later, 1996, 13 min, color, stereo sound

2012    The MoMA Media Lounge, The Museum of Modern Art, New York, NY



1998    Almanac: Art On Television, SMART Project Space, Amsterdam, The Netherlands (cablecast)

            Video Library, David Zwirner Gallery, New York, NY

            Station Arts Electroniques, Rennes, France

            Project Screening Room, Rosamund Felsen Gallery, Los Angeles, CA

            European Media Arts Festival, Osnabruck, Germany

1997    Video Viewpoints, The Museum of Modern Art, New York, NY

1996    Chateau de Bionnay Gallery, Lacenas, France

Nine Years Later (“Bigmouth ss Again”), 1995, 11 min, color, stereo sound

2016    Edited at EAI: Artist to Artist – Screening and Conversation, Electronic Arts Intermix, New York, NY

2012    The MoMA Media Lounge, The Museum of Modern Art, New York, NY

2002    Whitechapel Gallery, London, England

2001    Edges of the Earth, Void, New York, NY

2000    Video Time, The Museum of Modern Art, New York, NY

1998    Kasseler Documentar und Videofest, Kassel, Germany

1997    European Media Art Festival, Osnabruck, Germany

            Video Viewpoints, The Museum of Modern Art, New York, NY

1996   Pandemonium: London Festival of the Moving Image, London Electronic Arts, London, England

           Show and Tell, Lauren Wittels Gallery, New York, NY

           The American Cinematheque, Hollywood, CA

           5th Copenhagen Film & Video Festival, Film House Denmark/Danish Film Institute, Copenhagen, Denmark



1995    Deuxieme Manifestation Internationale Video et Art Electronique, Champ Libre, Montreal, Quebec, Canada

            The New York International Video Festival, New York, NY

            Pantelleria Oasi Multimedia: 1 Video Festival Internazionale del Mediterraneo, Fondazio Orestiadi Comune Di Pantelleria, Pantellaria, Italy

Summer, 1993, 1994, 7 min, color, stereo sound

2017    Robert Beck / Robert Buck, Electronic Arts Intermix, New York, NY

1995    American Cinematheque, Los Angeles, CA

            8th Northwest International Gay & Lesbian Film Festival, Evergreen State College, Olympia, WA

1994   The 1994 New York Lesbian & Gay Film Festival, The New Festival, New York, NY

           San Francisco International Gay & Lesbian Film & Video Festival, Frameline, San Francisco, CA

           12th Annual LA International Gay Film & Video Festival, Gay & Lesbian Media Coalition, Los Angeles, CA

           The 14th Chicago Lesbian & Gay International Film & Video Festival, Chicago Filmmakers, Chicago, IL

           More Fabulous Queer Shorts, Massachusetts Institute of Technology (MIT), Cambridge, MA

The Feeling of Power, 1990, 8:42 min, color, stereo sound

2018    Broadcasting: Guerilla Media, Slought Foundation, Philadelphia, PA

2017    Oberhausen Film Festival, “EAI: New Artists/New Works”, Oberhausen, Germany

            Robert Beck / Robert Buck, Electronic Arts Intermix, New York, NY

2016   Edited at EAI: Video Interference, Activist Videos by Artists and Collectives, 1989-1995, Electronic Arts Intermix, New York, NY

2013   Love, AIDS, Riot, Sex, Neue Gesellschaft fur bildende Kunst, Berlin (curated by Frank Wagner [catalog])

2011   Looking at Music 3.0, The Museum of Modern Art, New York, NY (curated by Barbara London)

1994   10th Rio Cine Festival, Centro Cultural Banco Do Brasil, Rio De Janeiro, Brazil



1993   Video in the Reagen/Bush Years, University Art Gallery, New Mexico State University, Las Cruces, NM

1991    Video: Violence, Ars Electronica, Linz, Austria

            LA Freewaves: 2nd Celebration of Independent Video, LA Contemporary Exhibitions, CA (cablecast)

            Metropolis, TVE Espanola, Madrid, Spain (broadcast)

            Independent Focus, WNET/Channel 13, New York, NY (broadcast)

            Atlanta Film and Video Festival, IMAGE Film & Video Center, Atlanta, GA

            Video Events, Tom Cugliani Gallery, New York, NY

            Visions of US, The American Film Institute, Los Angeles, CA

            The Art of Music: 10 Years After, Long Beach Museum of Art, Long Beach, CA

            Tele-Visions: Channels for Changing TV, Long Beach Museum of Art, Long Beach, CA

            Video Witness: festival of New Journalism, Hall Walls, Buffalo, New York, NY

1990    The Territory, Southwest Alternative Media Project/Laguna Gloria Museum of Art, Houston, TX (cablecast)

            US Video Program: Video/Dystopia, European Media Arts Festival, Osnabruck, Germany

             From This Side Of The Bridge, The Brooklyn Museum of Art, Brooklyn, NY

             LA International Gay & Lesbian Film & Video Festival, Gay & Lesbian Media Coalition, Los Angeles, CA

             The AFI National Video Festival, The American Film Institute, Los Angeles, CA

             AIDS/SIDA, Real Art Ways, Hartford, CT

             Dallas Video Festival, The Dallas Museum of Art, Dallas, Dallas, TX

             The New Festival: The 1990 New York Gay & Lesbian Film Festival, New York, NY

             



 Art On Line for AIDS, Time Based Arts, Amsterdam, The Netherlands

             Commitment, Stedelijk Museum of Art, Amsterdam, The Netherlands

             State of Siege, Galeria Jorge Albers, Madrid, Spain

1989    Made In 8, The Kitchen, New York, NY

W/hole: “I Dreamed Another Man Dreamed Me”, 1987, 6 min, color, stereo sound

1990    Video and Dream, The Museum of Modern Art, New York, NY

1988    The Kitchen Presents, 4th International Video/Television Festival, Montbeliard, France

            New Works, The Kitchen, New York, NY

1987    New Independent Video, White Columns Gallery, New York, NY

Learning from “Dynasty”, 1986, 8:16 min, color, mono sound

2018    Broadcasting, Institute of Contemporary Art, Philidelphia, PA

2007    Open Studios Screening, The Distillery, Boston, MA (curated by Bill Arning [catalog DVD])

The Space Program, 1986, Twenty-six 28-minute videotapes originally cablecast on Manhattan Cable TV

2018    Broadcasting: EAI at ICA, Institute of Contemporary Arts, Philadelphia, PA

2017    Robert Beck / Robert Buck, Electronic Arts Intermix, New York, NY

1996    Video Faz, Art & Idea Gallery, Mexico City, Mexico

1987    The Self-Portrait: Tangible Consciousness, Robeson Center Gallery, Rutgers State University at Newark, NJ

1986    Emerging Artists Show, Anthology Film Archives, Anthology Video Program, New York, NY

            New Independent Video, White Columns, New York, NY
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Robert Buck
Wound Filler
28 October - 26 November 2022 

Washington DC: von ammon co is pleased to announce Wound Filler, a solo exhibition by Robert Buck. Wound Filler is the twentieth exhibition at the gallery’s 
current location, and Buck’s first appearance with the gallery. 

Arranged in the main arcades of the gallery are six (or seven) gunshots at close range, captured within cylinders of wound filler modeling compound. Wound 
filler, a sort of shorthand for human flesh, is a material used in the reconstruction phase of human embalming. The material is manufactured by the Dodge 
Chemical Company, the world’s largest supplier of embalming chemicals, tools, instruments, urns, and the many other products used in the funeral 
industry—also, as a grim suggestion of vertical integration, one of the prime distributors of crime scene forensic supplies worldwide. Between the years of 2004 
and 2005, Robert Beck (as he was then named) purchased a range of tints of the product (crimsons, pinks, buffs and tans—the morbid spectrum provided by the 
human cadaver) and fired a Winter Super-X 12 gauge rifled hollow-point slug from a Daly brand Over/Under shotgun into the top of the round bucket’s contents 
of wound filler at point-blank range. The moment of the slug’s entry into the material is captured somewhat flawlessly on the top surface of the wax cylinder, 
forming a corona that evokes not only a ballistic impact but something as gentle as a raindrop landing on water. Each frozen wound sits upon its container, a 
polyvinyl carbonate bucket, sometimes sporting the Dodge Chemical Company’s product identification label. 

Made over fifteen years ago, the Wound Filler works possess a constantly renewing elegiac nature, reflecting each new mass shooting upon their inert surfaces. 
The material language of embalming wax represents an unsullied, innocent human body—that which is meant to fill voids in destroyed flesh, a method of mortal 
redress. Each work captures the extent—and limits—of a 12 gauge slug’s destructive path through a perfect body, by committing the act upon the flawless 
inverse of the human form. Each wound filler sits upon its container, the Dodge Chemical bucket, which reinforces its presence as a fully balanced, unified body 
without organs. As a specimen of history, each work sits within a sealed vitrine, and thus makes no contact with its environment. Wound Filler is, at first, an 
encounter with the ubiquitous but alien (to many) despair of an innocent life extinguished by a firearm; it is, subsequently, a meditation on the force and 
direction of America’s most loathed and celebrated implement of death and injury. 

In the rear alcove of the gallery, a candle made of wound filler sits alone. Casted as a positive of the void left from one of Beck’s close range shots, it could 
represent the incubus who haunts the sleeping body in the nation’s nightmare of violence; it could also beckon to be lighted, so as to grant a wish for the 
dream’s end.



Robert Beck was born in 1958 in Baltimore and moved to New York City in 1978 to learn filmmaking and cinema studies at New York University. In 1993, he 
attended the Independent Study Program of the Whitney Museum of American Art. He is a cross-disciplinary artist recognized for his precise use of materials, 
ranging from traditional art supplies to such non-art materials as mortician’s wax, industrial reflective paint, latent fingerprint powder and gunpowder. Trained 
as a filmmaker, he works in a montage-like or metonymical manner, a ‘horizontal’ approach that allows him to utilize the associative power of adjacent images 
and artworks. The crux of his art is subjectivity or self. Masculinity, violence, sexuality, loss and America are recurring themes. In 1995, Beck was awarded a New 
York Foundation for the Arts Fellowship, in Printmaking/Drawing/Artists’ Books, as well as an Art Matters, Inc. grant. He received a Louis Comfort Tiffany 
Foundation Award in 1999. In 2007, Beck had a solo exhibition at the Wexner Center for the Arts in Columbus, OH. In 2008, Beck changed his given, or father’s, 
name as a work of art by a single vowel to Buck. In 2009, he bought a small off-grid property along the U.S.-Mexico border south of Marfa, Texas, where he finds 
inspiration. Buck’s practice is oriented by a constellation of influences, including artists Marcel Duchamp, Cy Twombly, Agnes Martin, Bruce Nauman and Cady 
Noland, filmmakers Robert Bresson and David Lynch, novelist Cormac McCarthy, forensic science, the American southwest and the teachings of French 
psychoanalyst Jacques Lacan. Since 2018, he has been an art editor of The Lacanian Review. His work is included in museum and private collections 
internationally. His moving image works are distributed by Electronic Arts Intermix, New York. He is represented in New York by Ulterior Gallery. In 2019, Buck 
received a Pollock-Krasner Foundation Award. Buck lives and works in New York City and far West Texas. 

von ammon co was founded in Washington DC as the capital’s primary venue for radical contemporary art exhibitions. The gallery maintains a continuous 
exhibition schedule while participating in art fairs worldwide. Open hours are Friday through Sunday, noon to 6pm, and by appointment. For all inquiries, please 
email info@vonammon.co 
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Washington, DC
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November 2022







Untitled (The Evidence of Proof), 2005
Wound filler, plastic, metal and paper
33 x 12 x 12 in / 83.82 x 30.48 x 30.48 cm



3/26/04 - Shot no. 9 (Daly Over/Under at Close Range with .12 Gauge Hollow Point Slug), 
2004

Wound filler, plastic, metal, and paper
22 x 12 x 12 in / 55.88 x 30.48 x 30.48 cm



Untitled (The Evidence of Proof), 2005
Wound filler, plastic, metal and paper
33 x 12 x 12 in / 83.82 x 30.48 x 30.48 cm



Robert Beck | Robert Buck: Collected Works, at the Rennie Collection, Vancouver, Canada, 02 March - 08 June 2013



The Shrine (from e to u) (2000/2012), flowers, candles, stuffed animals, balloons, thrift store artifacts, etc., dimensions variable, Edition 1 or 3



‘ccused of K (The New York Times, Nov 30, 2002), 2003,
oil pastel crayon on paper, 

103 x 83 1/2 x 3 1/2 in / 261.6 x 212.1 x 8.9 cm



Bars and Stars (“The Daily Mirror”, May 1, 2004), 2006, silkscreen on six off-set printing blankets and anodised aluminum stars, 
Each: 37 3/4 in (95.9 cm) wide x varying lengths





Thirteen Shooters (2001) 13 inkjet pigment prints, installation dimensions variable, 
David Creshaw: 81 1/4 x 45 in (206.4 x 114.3 cm), Reuters: 74 3/8 x 45 in 



01/25/04 – Shots No. 12, 13, 14 (Daly Over/Under at Close Range with .12 Guage 
“Punkin’ Ball” Slug), 2004, wound filler, plastic, metal, and paper in three parts, 20 x 14 x 

14 in 





Artwork by Kip Kinkel For His Parents, Bill, and Faith (2004) wood plinths, silicone, and wound filler, 19 3/4 x 6 1/2 x 3 1/2 in, Edition 1 of 3





Wall Hung Urinal Screen (“Big 
Red”), 2003, steel, particle board, 
laminated plastic, ink, and 
graphite, 41 1/2 x 24 x 1 in



Hidden Pictures (At Rest), 2004, graphite on paper, 47 1/2 x 111 x 2 1/2 in 



How Am I to Sign Myself, 2008, lithography, digital and stamp printing on CRG letterhead in 24 parts, each: 11 x 8 1/2 in,  Edition 1 of 2



Glove Skinning (Bruised) 
(“The Modern Man’s 
Guidre to Life” by Denise 
Boyles, Alan Rose, and 
Alan Wellikoff), 2003, 
charcoal and thread on 
paper, 43 1/2 x 64 in



The Remnants, 1999, archival laser print and thread, 13 1/8 x 7 
in



6/20/02 – Shot No. 12 (Daly Over/Under @ Close Range with .12 “Punkin’ Ball”), 
2002, gunpowder and drawing pad, 39 1/4 x 27 1/4 x 2 5/8 in 



The Memorial 
Screening (1974), 

2000, DVD, AV 
cart, fabric, clips, 

chairs, DVD player, 
receiver, speakers

installation 
dimensions 

variable, Edition 3 
of 3



Feign of 
Association 

("Animals That 
Hide, Imitate 
and Bluff " by 

Lilo Hess), 2008,
crystal pigment 

print and 
synthetic 

polymer ink on 
canvas

each panel: 81 x 
54 1/2 in

Edition 1 of 4







Screen Memory (Family Room), 2004, silver gelatin print, 79 1/2 x 56 in, Edition 2 of 5



Screen Memory (Brother’s Room), 2004, silver gelatin print, 
74 x 55 3/4 in (188 x 141.6 cm), Edition 2 of 5



Screen Memory (Sister’s Room), 2004, 
silver gelatin print, 55 3/4 x 69 in, 

Edition 2 of 5



Screen Memory (Mother’s Room), 2003, silver gelatin print, 88 1/2 x 56 in, Edition 2 of 5



Screen Memory 
(Father’s Room), 

2004, silver gelatin 
print, 55 3/4 x 80 

1/4 in), Edition 2 of 3



 Second Hand (Jeffrey Hoffeld), 2010
oil paint and india ink on found painting, (oil on canvas on board), 

11 3/4 x 14 3/4 in / 29.8 x 37.5 cm



Untitled (Clean), 2004
mixed media on stainless steel, 
57 3/4 x 65 3/4 x 3/4 in / 146.7 x 167 x 1.9 cm)



 A Part From the Whole (Communion), 2005
11 chromogenic prints, wood, matte board

76 x 60 1/2 x 2 3/4 in / 193 x 153.7 x 7 cm 
Edition 3 of 6



Untitled (Daly Over/Under @ Close Range w/ .12 “Punkin” Ball Slug) (Entrance and Exit), 
1999 
gunpowder and sketchpads in two parts
27 ⅜ x 21 ¼ x 4 ⅜  in / 68.58 x 53.98 x 10.16 cm







Two-Pin Toggle (“The Modern Man’s Guide to 
Life” by Denise Boyles, Alan Rose, Alan Wellikoff”), 
2001 compressed charcoal on de-acidified paper, 
106 1/2 x 121 1/2 in / 270.5 x 308.6 cm



Untitled (Dec. 29, 1993), 1999
DVD, DVD player, monitor, AV cart, receiver, speakers, 

cart: 44 x 24 x 18 in / 111.8 x 61 x 45.7 cm, 
monitor: 18 x 19 x 14 in / 45.7 x 48.3 x 35.6 cm

Edition 2 of 3



New Work at CRG Gallery, New York, NY, 2014











At the end of the day...” 
Columbine High School, 

Columbine, CO, April 20, 
1999, 2014

giclee print and synthetic 
polymer on canvas

54 x 81 x 1¼ in.



“At the end of the day...” Sandy Hook Elementary School, 
Newtown, CT, December 14, 2012, 2014
giclee print and synthetic polymer on canvas
54 x 54 x 1½ in.



At the end of the day...” Alfred P. Murrah Federal Building, Oklahoma City, OK, April 19, 
1995, 2014

giclee print and synthetic polymer on canvas
85¼ x 54 x 1½ in.



“At the end of the day...” (American soldiers photographed with remains of Iraqi insurgents, 
Fallujah, Al Anbar, Iraq, 2004), 2014
Giclee print and synthetic polymer on canvas
90 x 54 x 1 1/2 in / 228.60 x 137.16 x 3.81 cm



“At the end of the day...” Century Movie Theater, Aurora, CO, July 20, 2012, 2014
giclee print and synthetic polymer on canvas

84 x 54 x 1½ in.



‘The Letter! The Litter! ("1:45 am, last breath, eyes open, full 
moon”) / East’, 2015
Acrylic, oil paint and gold grommets on store bought fabric
50 x 50 in / 127 x 127 cm



The Letter! The Litter! 
(”Homeless... Blah, Blah, Blah! 

Thanks”), 2014
Acrylic paint and safety pins on 

fabric
58 x 80 x 1 1/2 in

147.32 x 203.20 x 3.81 cm



Figure of Speech (”Father Christmas”), 2014
Acrylic, grease pencil, and dirt on fabric
Two 69 x 43 x 1 1/2 inch canvases (69 x 
86 x 1 1/2 inch / 175.26 x 218.44 x 3.81 
cm overall)



dust, Wexner 
Center for the 

Arts, Ohio State 
University, 12 

May - 12 August 
2007

















A Part From the Whole, 2005
C-prints, wood, mat board
77 x 61 in / 195.60 x 154.90 cm
Edition 5 of 6













Screen Memory (Mother’s Room), 2003
Silver gelatin print 

88.50 x 56 in / 224.80 x 142.20 cm
Edition 4 of 5



第二自然, (Second Nature) at CRG Gallery, New York, NY, 2008







Constellation (”To find the Western Path, Right thro the Gates of Wrath”), 2008   
Aluminum railing with gravestone, steer skull, 3D print, metal barricade, luggage, and mirror  
112 x 373 x 110 in / 284.48 x 947.42 x 279.40 cm











Constellation (Herd), 2008
3 steer skulls and metal railing  
18 x 82 x 12 in / 45.72 x 208.28 x 30.48 cm



Cell (Winter Mimicry 1.0) First version of cluster no. 1, 2008  
29 Hydrographically printed Renshape Hexagons and metal  
52.5 X 62.5 X 1 in / 133.35 x 158.75 x 2.54 cm





Cell (Winter Mimicry 1.0)  First version of 
cluster no. 10, 2008

9 Hydrographic printed Renshape 
Hexagons and metal

30 x 30 x 1 in / 76.20 x 76.20 x 2.54 cm   



I Scream, You Scream..., 2008
Etched stainless steel bathroom partition
58 x 70 x 1.50 in / 147.32 x 177.80 x 3.81 cm



Cell (Winter Mimicry 1.0)  
First version of cluster no. 9, 2008  
32 Hydrographic printed Renshape 

Hexagons and metal 
left side (with corners): 29.75 x 27.25 x 

6 in / 75.57 x 69.22 x 15.24 cm, 
right side (with floor corners): 35 x 
37.50 x 9.50 in / 88.90 x 95.25 x 

24.13, 
floor piece: 12.75 x 30 x 1 in / 32.39 x 

76.20 x 2.54 cm









“How Am I To Sign Myself”, at CRG Gallery, New York, NY, 2007









Robert Beck 
Stephen Friedman Gallery

London, 2006























 Robert Beck | Robert Buck: States of America at the Pizzuti Collection, Columbus, OH, 2016

























Kahpenakwu (West) at CRG Gallery, New York, NYC, 2012



The Minotaur (Lajitas), 2011
Concrete stands, metal pole, steer skull, metal plate, metal channels, and barbed wire  
110.5 x 36 x 24 in / 280.67 x 91.44 x 60.96 cm  











Through the Night That, 2011
Hand dyed U.S. flag, barbed wire spoil, metal pole, and metal plate  
60 x 36 x 24 in / 152.40 x 91.44 x 60.96 cm









El Camino Real, 2011    
Plexiglas face-mounted photograph (Navajo buck in ceremonial dress), 

rubber tire pieces, reflective tape  
48 x 96 x 2 in / 121.92 x 243.84 x 5.08 cm  







Tanque Caballo, 2011  
Ombré dyed fabric, Devil’s Head cactus areoles, thread, rusted metal artifact, charred MDF  

90 x 58 x 1 1/2 in / 228.6 x 147.32 x 3.81 cm 



crossing over and/or crossing out, 2011
Cinder blocks, rusted corrugated metal panel, Lechuguilla pods, Plexiglas face-mounted photograph (of  clouds)  
48 x 96 x 8 in / 121.92 x 243.84 x 20.32 cm







An Eye For An Eye For An Eye For 
An Eye For An Eye, 2011

Wooden palette, four metal poles, 
Plexiglas face-mounted 

photograph (mutilated corpses of 
Mexican  cartel victims), chalk

Variable Dimensions



Father Christmas (Destapa la Felicidad) , 2012
Concrete screen blocks, ocotillo stalks, faded Coca-Cola cans desert artifacts  
93.5 x 33 x 47 in / 237.49 x 83.82 x 119.38 cm







Fatherland, 2011  
43 concrete pavers, 70 Indian Head nickels, 32 used shotgun shells  
108 x 108 x 1 in / 274.32 x 274.32 x 2.54 cm



Untitled (”Transforming Images: The Art of 
Silver Horn and His Successors” by Robert G. 
Donnelley, The  David and Alfred Smart 
Museum of Art), 2011
Graphite, colored pencil and archival tape on 
singed Canson watercolor paper
10 x 12 x 1.5 in / 25.4 x 30.48 x 3.81 cm





Formations at Angela 
Meleca Gallery, 
Columbus, OH, 2018







Veil (Mother and Son), 2018
Shoe polish on ‘True Timber’ fabric, latch hook rug pattern, metal rods, 
metal screws 
26 x 22 x 2 in / 66.04 x 55.88 x 5.08 cm





Grab Bar, 2018
handicap grab bar, chains, found illustration, frame

81 x 11 x 3.25 in / 205.74 x 27.94 x 8.25 cm 





As above, so not below, 2018



Beating, 2018



My flesh and blood, sound and fury, rise and shine, 2018
cinder stands, klipsch subwoofer, plastic bucket, wound filler, metal toolbox, metal gas 

can, thrift store conch shell and stand, wood
79 x 12 x 11 in / 200.66 x 30.48 x 27.94 cm





Molt, 2018, fabric, bones, underwear boxes, cloth therapy doll, laptop, ceramic figurine, metal plates, metal vices, wood, 36 x 48 x 11 in





Embroider me and border me, 2018
shoe polish on store bought fabric, 

embroidered picture, 
36 x 36 x 1.5 in / 91.44 x 91.44 x 3.81 cm



Corpus Chris (Portrait 
of my Brother’s Body), 
2018
Found photograph, 
cock ring, cinder 
paver, wood
15.75 x 8 x 2 in
40 x 20.32 x 5.08 cm





Peacock, 2018
Metal stud, Muji t-shirt, peacock feather ribbon

36 x 19 x 2.5 in / 91.44 x 48.26 x 6.35 cm



No longer a pipe dream, 2018, Sculpture mold, cinder blocks, cinder paver, metal pipe, metal plate, propane tank and nozzle, 79 x 54 x 21in



Cycle Dust, 2018, wood block, book, yucca dagger, construction screw, 15 x 9 x 2.5 in



Wick, 2018, ceramic figurine, hornets nest, clay, whittled beeswax, candle, 
eight cinder squares, cinder tile, wood, 41.5 x 11.75 x 11.75 in





Robert Buck at Iceberg Projects, Chicago, IL, 2015





















Politics is Personal 
at Stonescape, San 

Francisco, CA
2011











Robert Beck at Olpalka Gallery, 
Sage College, Albany, NY, 2006









Untitled (“Clinical Studies of Personality Volume 2: Reactions Due to Brain  
Damage, Mental Retardation, Personality Disorders in Children, Studies of  

Normal Persons” ed. Arthur Burton and Robert E. Harris/”Art as Therapy  
with Children” by Edith Kramer) 

Acrylic paint, carbon, charcoal, conté crayon, graphite, latent fingerprint 
powder, and oil pastel on paper 

9.56 X 7.94 in / 24.28 x 24.30 cm  



Untitled ( s”An Atlas of Human Figure Drawings” by Caroline Bedue 
Thomas /  “Art As Therapy With Children” by Edith Kramer), 2003 
Latent fingerprint powder, carbon, graphite, and dirt on paper 
16.50 X 14 in / 41.91 x 35.56 cm



Untitled (“Psychological Evaluation of Children’s Human Figure Drawings” by  
Elizabeth M. Koppitz / “Approaches to Art Therapy: Theory and Technique” by  

Judith Aron Rubin), 2006 
Acrylic paint, carbon, charcoal, graphite, latent fingerprint powder on paper 

15 X 12 in / 38.10 x 30.48 cm 



Untitled (“The House-Tree-Person Technique: Revised Manual” by John N. 
Buck/“The Artist as Therapist” by Arthur Robbins, Ed.D.), 2001/ 2005 
Acrylic paint, carbon, charcoal, conté crayon, graphite, and latent 
fingerprint  powder on paper 
9.56 X 7.94 in / 24.28 x 24.30 cm



Untitled (“The House-Tree-Person Technique Revised Manual” by John N. 
Buck/”Schizophrenic Art: Its Meaning in Psychotherapy” by Margaret Naumburg), 

2000-2006 
Acrylic paint, carbon, charcoal, colored pencil, graphite, latent fingerprint powder  

and tape on paper 
12 X 9 in / 30.48 x 22.86 cm



Untitled (“Psychological Evaluation of Children’s Human Figure Drawings” by 
Elizabeth M.  Koppitz/“Approaches to Art Therapy: Theory and Technique” by 
Judith Aron Rubin), 2006 
Acrylic paint, carbon, charcoal,graphite, latent fingerprint powder on paper
15 X 12 in / 38.10 x 30.48 cm



Untitled (“An Atlas of Human Figure Drawings” by Candice Bedeo 
Thomas/”Schizophrenic Art Its Meaning in Psychotherapy” by Margaret 

Naumberg), 2001/2004  
acrylic, latent print powder, oil pastel, graphite, carbon on paper 

12.38 X 10.13 in / 31.43 x 25.72 cm 



Untitled (“Clinical Psychological Assessment of the Human Figure Drawing” 
by Mark McElhany/“Schizophrenic Art” by Margaret Naumburg), 2002/2005 
latent fingerprint powder, graphite, carbon, acrylic, and charcoal on paper 
12 X 18 in / 30.48 x 45.72 cm



Untitled (“Clinical 
Psychological Assessment of 

the Human 
McElhany/”Schizophrenic Art” 

by Margaret Naumburg), 
2002/2005

Latent fingerprint powder, 
graphite, carbon, acrylic, and 

charcoal on paper
12 x 18 in / 30.48 x 45.72 cm



Untitled (“Clinical Psychological Assessment of the Human Figure Drawing” by Mark  
McElhany/“Schizophrenic Art” by Margaret Naumburg), 2002/2005 
latent fingerprint powder, graphite, carbon, acrylic, and charcoal on paper 
12 X 18 in / 30.48 x 45.72 cm



Untitled (Old Warf Road, South Wellfleet, MA., 8/28/98)
Polaroid

4.25 x 3 in / 10.80 x 7.62 cm  
Courtesy of the artist and CRG Gallery



“Priest Dust”, 2005
oil pastel on paper
84 x 109 x 3.75 in
213.36 x 276.86 x 9.53 cm



Artwork By Kip Kinkle For 
His Parents, Bill and Faith 

2/3, 2004 
wood, silicone, and wound 

filler  
5 X 70 X 19.75 in

12.70 x 177.80 x 50.17 cm



Wall Hung Urinal Screen, 2000 
ink, graphite, marker, and 
enamel paint on urinal screen 
42 x 24 x 1 in
106.68 x 60.96 x 2.54 cm
Courtesy of the Cartin 
Collection



Untitled (Dec. 29, 1993) Edition 2/3, 1999 
DVD, DVD player, monitor, AV cart, receiver, and speakers 

Dimensions variable



The Standing Deer, 2000 
Edition of 3
Mixed media 
12 x 14 x 5 in / 30.48 x 35.56 x 12.70 cm
Courtesy of the artist and CRG Gallery



Robert Buck 

Written on the occasion of “Robert Beck” at Opalka Gallery, The Sage College of Albany, NY, August 14 – October 22, 2006, and published in the accompanying catalog.

Helen Molesworth | 2006 

As I write this we are at war. We were at war when I went to visit Robert Beck in his studio a few weeks ago on a particularly ambiguous cloudy and sunny spring morning. It’s hard to 
remember that we’re at war from a desk in Columbus, Ohio or a studio in the East Village. But if you travel through America’s airports it's hard not to notice the young men in desert 
fatigues and army issue canvas rucksacks, their heads shorn, their gazed fixed (permanently?) in the middle distance. Transferring in Dallas, or Atlanta, or Chicago, then it's easy to 
know we’re at war. Whenever I see these men (there are a smattering of women, but the specificity of their gender seems overwhelmed by the situation) I always think of the brilliant 
first half of Stanley Kubrick's Full Metal Jacket. These men, I think, have been trained to kill, to do great harm to others, and the process through which that happened was calculated 
with utter clarity, with an exacting goal and an efficient result. How many will they kill? How many of them will be killed (or brutally maimed)? I always think this; it is my futile airport 
mantra. Sometimes, I’m able to move off of this dirge by recalling the ravishing serenity of Terrence Malick's The Thin Red Line; those men had been trained to kill too, but Malick 
shows his soldiers having already sublimated all of their fear, and the residual aspects of their selfhood, into a hunter’s appreciation for the mild beauty of the great outdoors. 
Malick’s soldiers are astonished by the fleeting music of wind in the grass, birds soaring overhead, insects at work.

Robert Beck's work is about the violence of every day life, particularly the everyday violence of white, middle-class, suburban American boyhood. It's about hunting with your dad and 
high school shooters; it's about what you're able to remember and what you can't. It's about the inexorable fact that how we become ourselves is a complicated affair, an almost 
incomprehensible mixture of DNA and ideology, of family dinners and television programs, of siblings and classmates, of language and sciences. Beck’s project is a meditation on 
how various institutions – school, church, medicine – are synthetically woven together in ways that produce us by narrating our stories for us (The parents: “Bobby was always good 
in school,” the newspaper headline, “Teenage Time Bomb”). And yet, Beck’s work also suggests, in a mode of seeming internal contradiction, that no amount of institutional 
structuring can dispel the intensity of feeling that one has an individual power through it all, a set of memories, experiences, and feelings that are exclusively one's own. For me, 
Beck’s work is suspended in the nimbus of emotional affect articulated by the pairing of Full Metal Jacket and The Thin Red Line – utter brutality and extreme gentleness.

This means that one often finds in Beck’s work a simultaneous quietude and violence. On more than one occasion Beck has “opened” an exhibition with a makeshift memorial, 
complete with kitsch balloons and grocery store bouquets. For whom the bell tolls? Oddly, it doesn't seem to matter, as we are now accustomed to a social space more comfortable 
registering symbolic rather than literal loss. Although it is literal lost that is at stake in the cast headstones for Kip Kinkel's parents, shot to death by their own son before he went to 
school to shoot and kill his fellow students. The headstones serve as a base for the cast wax bullets on top of them (a nod to Brancusi’s Endless Column), but they're specificity is 
held in radical check by the media’s uncanny ability to transform individual persons into statistics and symptoms. Tragedy is formulaic. And yet Beck counters the media’s nearly 
pathological addiction to homogeneity with an interest in indexicality, which is to say that Beck’s work often strikes a delicate balance between the sculptural method of the cast, a 
mechanism for producing infinite replicas, and the index, a form of image making that insists upon a perfect trace of the specificity of persons in place and time.



In The Daily-Over-Under generic plastic buckets are stacked one on top of the other (in acknowledgment of the additive nature of contemporary sculpture?), and inside of which is 
placed a bulbous substance –waxy and Caucasian flesh-colored – called wound filler. Traditionally used by a creepily heterogeneous group – museum preparators (for securing small 
objects), morticians (for filling out cadavers), and cub scouts (for mold making) – here it has been used for target practice. Shot into with a Daly Over/Under shotgun each sculpture, 
despite their similarities to one another, is a perfect record of a singular event. For those well versed in post 1945 art history, it is difficult not to recall the iconicity of Jasper Johns’ 
seminal Target pieces of the late 1950s. If Johns’ fragmented parts of the body in relation to the target as a means to sublimate the desire of the body in the presence of the art 
object then Beck substitutes the indexicality of the body for the fossilized effect of the slug’s impact with the wound filler. Its explosive force creates an image of sexualized excess 
as the material is displaced by the velocity of the bullet’s force. Barely able to be contained, the sculptural void at the center of the work/target stands as a metaphor for all of the 
orifices of the body, from the voiding/contracting pleasure of the anus and vagina to the auditory canal of the ear. 

Targets make repeat appearances in Beck’s work. On a video monitor (placed on a shelving unit that mimics the repetition found in the stacked buckets of wood filler) a grainy and 
blurry image of concentric circles endlessly expands and contracts. This image is equally suffused with bodily associations, from the dilating of an iris to the contraction of our 
sexual sphincters. The audio is ominous, in addition to multiple gunshots; we overhear a father and son discuss the two types of shooting taking place. The mood of the auditory 
landscape is tense, ominous, a situation going awry? It's a while before you realize that no image is going to materialize, the camera might be recording, but the lens cap is on. So 
we listen instead to the discrepancy between the specific conversation of the two individuals played out in relation to the camera programmatically attempting to auto focus. It's 
funny and futile, indexical and generic, strangely cruel and tender. 

One more example; one more iteration of Beck's play with the homogenous and the individual, the violent and the gentle, father and son. Some of Beck's most haunting works are 
the psychological drawings. The drawings are appropriate from personality assessment tests, scrawled by children in response to a series of putatively therapeutic questions. They 
were subsequently re-drawn by Beck on paper he has treated with latent fingerprint powder, the material used to dust crime scenes for fingerprints. Sometimes Beck layers these 
drawings one on top of the other, creating a palimpsest of both the artist’s memory and the individual situation of the child. Each drawing refers not only to the individuality of its 
original, but as well to the artist’s own bodily presence as draftsperson (drawing is often considered the most immediate and intimate of art forms given the temporality and 
proximity of the maker and the final mark). But the continuity established between the drawing and a crime scene suggests that the drawings and their production have a kind of “by 
the book” quality, that the “disturbed” or “violent” child is a type – the case study is always turned into a template, the individual is always able to be transformed into a “soldier”.

One of the things that I take away from Beck’s work, is that the war starts long before men are made into soldiers in boot camp, that the violence that runs through our culture is 
structural to patriarchy, endemic to fathers and sons, part and parcel of the suburban withdrawal from the messy chance and heterogeneity of urban life. And the only way to stop 
this war, and to prevent the (inevitable?) next one, is to allow the contradictions between sameness and difference to resonate in a self-examined way throughout our everyday lives. 
The work in Beck’s bravely disparate oeuvre, complete with their ambiguity surrounding any truthful claim to autobiography or stories of real people in the media, all share a spirit of 
quiet self reflection that acknowledges the limits of self-knowledge. (Beck’s work is filled with partial images that are out of focus; absences structure our memory as much is 
presences.) In the end, I don't think Beck’s work can be construed as being primarily anti-war (war is a given, the historical condition within which we all practice; it is the ground and 
we are the figures), but the framework of war disallows a reading of Beck's work as being merely a meditation on the vagaries of a certain kind of American boyhood. For in the end I 
think his work tries to articulate what is at stake for the social in the memories of the individual and how we might set about counter balancing the violence (both in real time and in 
memory) with revelations of extreme gentleness.



Robert Beck’s “dust”

Written on the occasion of the exhibition “dust” at the Wexner Center for the Arts, Columbus, OH, May 12 – August 12, 2007, and and published in the accompanying catalog.

ROBERT HOBBS | 2007

His face is turned toward the past. There we perceive a chain of events, he sees one single catastrophe which keeps piling wreckage upon wreckage and hurls it in front of his feet. 
The angel would like to stay, awaken the dead, and make whole what has been smashed. But a storm is blowing from Paradise; it has got caught in his wings with such violence that 
the angel can no longer close them. This storm irresistibly propels him into the future to which his back is turned, while the pile of debris before him grows skyward. This storm is 
what we call progress. 

                                  Walter Benjamin, “Theses on the Philosophy of History,” Illuminations, 1969

In trauma discourse, then, the subject is evacuated and elevated at once. And in this way it serves as a magical resolution of contradictory imperatives in contemporary culture: the 
imperative of deconstructive analyses on the one hand, and the imperative of multicultural histories on the other; the imperative to acknowledge the disrupted subjectivity that 
comes of a broken society on the one hand, and the imperative to affirm identity at all costs on the other.

                                 Hal Foster, “Obscene, Abject, Traumatic,” October, 1996

In his above statement critic Hal Foster observes trauma discourse’s ability to reconcile two distinctly different worldviews. First, this discourse acknowledges poststructuralists’ 
profound skepticism regarding humanistic values, coupled with their reluctance to accept empiricism as a valid means for understanding the self. And second, it permits 
disadvantaged minorities to communicate their suffering as authentic foundational experiences. Extending Foster’s idea, we can regard traumatic memory (as opposed to trauma 
discourse) as a personal rendition of history and a way of bridging these seemingly irreconcilable points of view. It does so by underscoring the primacy of an experience too 
numbing to be framed within one’s symbolic and imaginative outlook so that traumatic memory occurs later when related events catalyze a latent, yet pressing need to work through 
the challenges presented by this initial traumatic event. Lacan described the initial trauma as “an appointment . . . with the real that eludes us.” Although trauma studies emphasizes 
the legitimacy of the initial episode and also the sense of release and even excessive joy that occurs when fantasy as well as art-making round out the spaces left by these adverse 
experiences, this field of inquiry has also taken full advantage of deconstructionist concepts regarding language’s elusiveness and the persistent deferral of meaning memory 
necessitates as it enters into permutational play with this event, rewriting and reinterpreting it. Constituting unstable bases temporarily shored up by substitutions and 
displacements, traumas return, often revisiting themselves unexpectedly on their victims, and reinforce the need to perpetually rethink them in an effort to dissipate their force, 
thereby heightening a sense of joyous release when doing so.



Foster believes that “a magical resolution of contradictory imperatives” provides a way out of this critical impasse by characterizing subjects as contingent force fields responding to 
the demands of internal voids. But the act of working through these contradictions on a personal level is a complicated and never-ending Sisyphus-like task as indicated by Robert 
Beck’s exhibition “dust.” In both the works selected for this exhibition and Beck’s charged installation of them, a sense of self is anchored in a childhood traumatic breach that 
continues to interpellate him and the exhibition’s viewers, even as that type of unrepresentable psychological wound persists in forestalling any conclusive way of circumscribing it. 
Trauma, like allegory, is a doubling of texts; however, in trauma the primary text remains an open gap (allos=other, plus agoreuei=speak), which the second text – really an ongoing 
rewriting of the first – attempts to close by articulating it. While the pursuit of one’s subjectivity in terms of a major rift might result in a self that is “evacuated and elevated at once,” 
as Foster suggests, the quest for this dislocated subjectivity in Beck’s art can also be regarded as (1) tragic, because it can never adequately be circumscribed and stabilized, (2) 
heroic, because the search is continued, and (3) incredibly pleasurable, because tension is released. 

Consisting of works dating from 2002 to 2006, Beck’s “dust” represents, among other things, a concerted effort to come to terms with both a traumatic episode that occurred on 
June 20, 1965 and its aftereffects as a way of interpellating people who have faced such untoward experiences and others who have come in close contact with them. Because its full 
effect can never be understood due to the profound dissociation that occurs during an initial event, Beck has chosen to keep the nature of the incident private. This decision is in 
part due to his awareness that “subjectivity itself is a mis-recognition (exemplified by the mirror stage and the acquisition of language) – we don’t speak, we are spoken,” and his 
desire to leave the installation open so that viewers can find spaces for themselves in it.

Viewing both the individual works making up “dust” and the exhibition itself as means for coming to terms with trauma’s void, Beck underscores the exhibition’s necessary 
contingency by covering with blackboard paint both the gallery housing his works and the walls leading up to it. Choreographing viewers as active participants in a pedagogical 
exercise represented by this exhibition, Beck provides them at the outset with a blackboard-like surface together with a tray for chalk and erasers, where they might write freely and 
erase with impunity. In addition to the chalk dust ensuing from their efforts, viewers are presented with the word “dust,” the exhibition’s title, which appears in white letters against 
the chalkboard-like background. Dust is also apparent throughout the installation’s walls on which Beck inscribed articles, classifieds, obituaries, and advertisements from the June 
20, 1965 edition of the New York Times, Baltimore Sun, and Community Times, his hometown newspaper, before erasing them. He did so, he has said, because “the profound effect 
of any personal indelible event cannot be adequately addressed publicly, even if the story of such an event did appear in the media.” He characterizes the erased walls of chalk dust 
permeating this space as “sur rature” (under erasure), referring to Derrida’s approach to such debatable terms as “being,” which presuppose similar presences and absences to 
“trauma.” The resultant ghostly ambiance of chalk dust on the gallery’s walls, signaling past and present circumstances, serves as a vacillating perspective, enabling us to consider 
Beck’s discrete works as a palimpsest, which he has defined as a work capable of “being at two places at one time,” thus aligning it with trauma. The title “dust,” which the artist has 
connected with the phrase from Genesis 3:19, “for dust thou art, and unto dust shalt thou return,” is not only one key to this exhibition, pertaining to the rupture or symbolic death 
that is the trauma’s legacy, but also a literal component of the installation in terms of actual chalk dust. Moreover, “dust” seemed an appropriate title for the exhibition, Beck has 
emphasized, “because it accumulates.”

Either shown singly or in groups, the works Beck has chosen to include in this exhibition are organized like a series of meditative or devotional stops similar to the Christological 
Stations of the Cross familiar to him from his Catholic upbringing. The galleries are lit in a theatrical manner, with industrial lights clumped around two of the three columns 
supporting this space, to emphasize the fact that “the exhibition is contingent upon the context of the museum.” Beginning to the left of the entry, the exhibition moves in a 
counterclockwise direction, ending where it began, thereby underscoring its cyclical nature as well as traumatic memory’s repeated attempts to heal rifts in one’s subjectivity. Each 
work or group of works in this exhibition builds on the ideas of the preceding pieces; this intensification constitutes a narrative of revelation and masking that accumulates as one 
moves through the show like dust. 



The exhibition commences with a group of psychoanalytic drawings that are re-drawings of published children’s artworks, which psychologists and art educators have 
used as diagnostic tools. In addition to rendering these prior works – an approach, emphasizing traumatic memory’s continual returns – Beck dramatizes a lack of closure 
in his art when he overlaps drawings made by two different children, together with their captions, so that disjunctions and confusion between images and their references 
ensue. He poetically reenacts these children’s drawings by extending them – drawing them out over time, so to speak – to underscore differences and similarities from his 
original sources in terms of the subtlety and refinement of his own work that differs markedly from the children’s directness and forthrightness. In Beck’s drawings this 
repetitive process analogizes and symbolizes the types of memories to which subjects are prone. It also references, according to Beck, “the insistence of childhood or 
originary experiences because one is never psychically present for the initial ‘impressive event.’” Both redrawings of drawings and drawings in themselves, these highly 
psychological works achieve a formal redundancy through superimposition and a tripling of forms that is apparent when we read the works in terms of first the children’s 
contributions, second clinicians’ diagnoses taken from such favored sources as personality assessment tests, and third the artist’s reworkings to ascertain how they 
screen out certain aspects of their original sources while affirming others. Beck’s liberal use of latent fingerprint powder in these works, which he employs to “bring 
something to light not always within the drawings,” is no doubt intended as both a literal and figurative replaying of the creative role latent memories play in recalling 
disturbing events. 

The type of screening found in Beck’s psychoanalytic drawings, which parallel trauma’s elisions, is the subject of Chapter IV of Freud’s Psychopathology of Everyday Life, 
which theorizes childhood memories as occurring with visual immediacy even though they are later displacements of events that they have been masked out due to their 
difficult or painful contents. Psychologists J. Laplanche and J.-B. Pontalis provide the following succinct definition of screen memory as

A childhood memory characterized both by its unusual sharpness and by the 
apparent insignificance of its content. The analysis of such memories leads 
back to indelible childhood experiences and to unconscious phantasies. Like 
the symptom, the screen memory is a formation produced by a compromise 
between repressed elements and defence [sic.].

Fully aware of Freud’s two-fold approach to screen memory, which veils even as it provides occasions on which to project recollections of childhood events, Beck employs 
it in the exhibition as a “curatorial conceit” as well as a mise en abyme on which his earlier work and entire show can be projected, thus providing, in the artist’s words, “a 
puncture in the exhibition itself – its trauma, if you will.” Taking literally the form of a screen, which thereby enacts aspects of Freud’s screen memory, Beck’s mainly 
spray-painted stainless steel urinal partition in “dust” can be connected to a recurring process he noted during his eight years as a faculty member at the School of Visual 
Arts in Manhattan: at the school he witnessed the ongoing cycle of students’ drawing graffiti on such restroom panels followed by janitors’ attempts to eradicate them 
with paint and also by the more violent erasures of scratching through them or sanding them out. 

Similarly, Apart from the Whole (Communion), referring to a Catholic child’s First Holy Communion, enacts a screen-memory-type selection of these highly cathected 
events occurring in Beck’s own family as well as those of family friends and relatives. This vignette of seemingly inconsequential gestures is arranged in an enlarged 
version of what Beck calls a “dime store frame,” even though such gestures would never have been highlighted in a domestic presentation. The ostensibly innocent details 
of adults caressing children or young boys clasping their own hands is undermined by the ominous shadow of a photographer – perhaps a family member or a friend – 
who supposedly made all the images and thus is responsible for them. 



Screen memory’s ability to block even as it reveals is the subject of the next work in the exhibition Hidden Pictures (Between Two Deaths), an image appropriated from an 
instructional craft and activities workbook for children called Highlights in which children are instructed to find a series of objects, including a ladder, table, basket, flower, and boot. 
In this “hidden picture,” Beck notes, 

While in the vernacular game the boy would be among those objects to be uncovered (in 
the drawing left un-erased and exposed), I have erased him, so he is effectively lost, 
subsumed by the background and because the word “boy” has been excised from the 
caption as well, in effect he is doubly occluded.

Following this characterization in trauma in Hidden Pictures is Private Zone (White), which similarly focuses on screen memory, only in this case the work assumes the form of a 
child’s shower curtain decorated with a repeating pattern of vinyl toy-like ducks over which the artist has superimposed images of a boy and girl dressed for the beach together with 
their dog and the words “private zone” emblazoned on the curtain. The source for these images is the instructional manual Private Zone, “a Read-Together Book to help parents help 
children deal with and prevent sexual assault.” “Private zone” underscores the fact that children’s genitals are to be kept solely under their jurisdiction, while the word “white,” 
included in parenthesis as part of Beck’s title, is there “to refer to body fluids: milk, cum, spit – and a kind of X-ray vision, revealing something beneath or structural that is being 
exposed.” Altogether this semi-transparent shower curtain reveals aspects of the erased blackboard beneath it, thus constituting a layering of screen images. 

In Dust (Holy Family Cemetery, Holbrook, MD) Beck moves from the childhood concerns of Private Zone to human history. Dust is comprised of a framed Polaroid view of the back of 
an angel in the Holy Family cemetery, which adjoins the church of the same name that Beck and his family regularly attended. Viewing the angel’s back in this photograph, I am 
reminded of Walter Benjamin’s figuration of history in his “Theses on the Philosophy of History,” a particularly appropriate connection for Beck’s since this author is no doubt key to 
understanding history metaphorically as a backward glance. In Thesis 9, cited as an epigraph to this essay, Benjamin describes the angel appearing in Paul Klee’s Angelus Novus as 
history’s allegorical embodiment. In addition to referencing history’s modus operandi and alluding to trauma’s spoils, Benjamin’s passage correlates well with a statement from 
comparative literature specialist Peter Szondi’s analysis of Benjamin’s Berlin Childhood around 1900, which Beck emailed to me, no doubt because its ability “to provide hope itself, a 
kind of hope-in-knowing, an epistemology of reparation.” Szondi writes that Benjamin “is sent back into the past, a past, however, which is open, not completed, and which promises 
the future. Benjamin’s tense is not the perfect, but the future perfect in the fullness of its paradox: being future and past at the same time.” 



Beck’s Cemetery, with its subject of history in general, is followed in the exhibition by an image we might regard as a displaced personal memory, which has taken the form of the 
illustration entitled Glove Skinning from The Modern Man’s Guide to Life, a book Beck’s parents gave to him when he was 33 years old. Although the book is intended to be a man’s 
how-to guide, including information on grooming, cooking, household and car repair, Beck focused on sections describing how to survive in the wilderness. Subtitling his work, 
“Manifesto,” he leaves open the implication that the violent coming-of-age act of glove skinning a rabbit with one’s bare hands can function as a screen memory, albeit a particularly 
violent one. Although Beck has not undertaken such a rite of passage, he equates it with the hunting rituals in which he has participated, and he has indicated that these activities 
are often followed by intense feelings of exhilaration because of the psychological release such veiled memories can create. A schematic of this procedure is presented in this 
drawing in terms of white conté crayon against a grey background comprised of remnants of paper sewn together to resemble animals’ skins. Beck heightens this work’s irony by 
employing a repeated “Crack’n Peel” pattern on the paper to suggest that it might be peeled away to reveal another, perhaps more significant surface beneath it. The death figured in 
this work is both literal in terms of the subject of a skinned rabbit and symbolic in the traumatic episode it potentially displaces, resulting in additional references to dust as 
decomposed matter as well as a placeholder for the Lacanian real, which by definition is inaccessible. 

Up to this point in the exhibition, the term “screen memory” has been implicit in Beck’s work, even though the inclusion of re-drawings of children’s drawings, a urinal partition, 
details of family First Communions, a “ducky” shower curtain, a Polaroid of a cemetery sculpture, and a glove-skinning illustration all function literally and figuratively as masks. For 
the last segment of the exhibition, Beck invokes the phrase “screen memory” as the title for five photographs comprising a series of two-dimensional images associated with rooms 
occupied by various Beck family members. Not just straightforward photographs, these images contain partial reflections of these rooms, creating a series of poignantly blurred 
meditations on these metonymical displacements. 

Completing the exhibition with these five photographs, one is once again faced with the show’s opening installation of childhood drawings, which attest to the preeminently visual 
character of early screen memories. Just as all the works in this exhibition reveal the artist’s concerns with a number of different screen memories, creating a series of nested 
recursive images, so do they also partially displace its ambient screen, consisting of a monumental erased blackboard. Because the affective content of Beck’s traumatic episode can 
never be adequately understood by either him or his audience, the profound visual noise, which his exhibition offers in terms of minute aerosols of dust, comprised of both actual 
and represented particles, plays with the trope of trauma’s unrepresentability, thus attempting in allegorical fashion to present what it intends to demonstrate is impossible to do. 
Assuming the form of chalk, latent fingerprint powder, spray-painted over graffiti, sifted memories, submerged imagery, covered private parts, transferences or displacements of 
imagery, and grainy photographs, Beck’s collection of dust begins to unravel significant contents even as it partially obscures them, leaving us all in a poignant limbo that is itself 
affecting and mysterious.



Range

Written on the occasion of the exhibition "Beck & Moffet / Lucio Fontana", Marianne Boesky Gallery, New York, NY, March 9 – May 15, 2010, and published in the accompanying 
catalog.

ELIZABETH A. T. SMITH | 2010

When I first saw paintings by Donald Moffett some years ago, I was riveted by their tactility and uncanny evocation of living, breathing things. Likewise, this suite of works on paper 
created collaboratively by Moffett and Robert Beck in 1997 possesses exquisitely animate and ambiguous qualities. The twenty drawings in the series straddle the line between 
representation and abstraction in conflating physical, gestural references with a highly controlled ornamental sensibility. They are both sublime and earthly, sacred and profane. 

Their simultaneous presentation with a group of paintings from 1956–68 by Italian artist Lucio Fontana begs consideration of the relationship between the two. The similarities and 
differences are many. Most obvious is the presence of holes and orifices in both bodies of work. In Fontana’s paintings, cuts, slashes, punctures, and gouges are emblematic, 
whereas both Beck and Moffett have employed such elements only periodically in their production. Yet in this series, the presence of the hole—made by a gunshot and suggesting a 
wound or a bodily orifice—is a central fact of each piece and sparked the collaboration itself. 

Intrigued by a group of Strathmore drawing pads Beck had shot through with a gun, producing compelling perforated objects redolent of a curiously domesticated sense of violence, 
despair, anger, and sadness, Moffett asked to have one to take apart and in some way manipulate its pages. In his studio, he separated the sheets as well as the front and back 
covers, using the hole in each as the focal point for a drawing. The resulting twenty works became the collaboration known as Range, titled retroactively by the artists in 2010. 

While not a conventional collaboration in terms of a back-and-forth, discursive process, the work exemplifies a collective endeavor in which the whole sur¬passes the sum of its 
parts. Beck and Moffett met during the late 1980s, part of a circle around the gallerist Simon Watson. Both were involved in the activist circles of ACT UP, while Moffett was a 
founding member of Gran Fury. At this time, collaboration was galvanizing for many socially committed artists, especially those who agitated to raise awareness of the AIDS crisis. It 
was understood as necessary from an ethical and emotional standpoint. The fruits of collaboration were most strongly manifested in the public sphere of the streets; in the studio, 
artists tended to retreat into exploration of personal issues and meanings in a sometimes uncertain relationship to their activist identity and commitment. As Buck comments, “Your 
identity was given over to the group.”(1) Putting themselves in the service of collective identity politics, many artists struggled to define an individual language that could have an 
equal measure of relevance and meaning.

It was in the wake of this context that the collaboration that produced Range occurred, several years after the height of ACT UP’s activities. Both artists were exploring valid forms of 
personal expression in their burgeoning studio practices, utilizing various media to produce work in which individual and social experience aligned in increasingly nuanced ways. 



The shot sketchpad used by Moffett was part of a group of approximately thirty such works that Beck made by the mid-1990s. For Beck, the act of shooting a gun into 
sketchpads—objects associated with artistic practice but addition¬ally connoting the fragility and vulnerability of flesh—was a primal expression of sublimated anger, confusion, and 
frustration, but also an ambivalent, even poetic gesture.(2) As a teenager, shooting with his father and siblings was a form of indoctrination or rite of passage into an adolescent and 
adult male identity. In the shot sketchpads and other works where death—human or animal—is implied as the aftermath of the gunshot blast, the metaphoric reverberations of the 
act are oblique.

Writer Helen Molesworth has commented: “Robert Beck’s work is about the violence of everyday life, in particular the everyday violence of white, middle-class, suburban boyhood. It’s 
about hunting with your dad and high school shooters; it’s about what you’re able to remember and what you can’t. It’s about the inexorable fact that how we become ourselves is a 
complicated affair, an almost incomprehensible mixture of DNA and ideology, of family dinners and television programs, of siblings and classmates, or language and silences.”(3) In 
probing the darker psychological precincts of identity and social life as a reflection of the violence inherent in American culture, many aspects of Beck’s work uncannily resemble that 
of artists Cady Noland or Bruce Nauman in both their conceptual and material qualities.

Buck describes the impetus behind his own work as a “means to create an index by which I could make sense of earlier, often traumatic experiences that at the time I could not bear, 
or symbolize, or make legible, so as to endure them, or transcend them.”(4) The resulting pieces point to mysterious events which can be intuited but are not explained due to the 
absence of conventional narrative and to the presence of multiple possible interpretations. The critic A.M. Homes identified Beck’s work of this period as exemplary of a strain of 
“evidentiary art” due to its ominous and unresolved qualities. (5) Extending the overt references to the body and to mortality in ways that recall the shot sketchpads are the so-called 
“wound filler” pieces of 2004, consisting of 25 pound buckets of variously colored mortician's wax penetrated by a single, central gunshot that creates a protruded hole or wound.

For Moffett, who at the time of the collaboration was at a crossroads in his own work, the emotional timbre of Beck’s shot sketchpads resonate strongly. Following the cessation of 
Gran Fury’s activities in the early 1990s, he had started to experiment with a private language of form that could convey meaning in an oblique way. By the mid-nineties he was 
producing abstract paintings with built-up surfaces that were curiously vital and in their suggestiveness of human experience could be carriers of social meaning. Moffett first 
exhibited these works in 1996 in the exhibition “A Report on Painting” at Jay Gorney Modern Art in New York. Deliberately and meticulously constructed yet fraught with a sense of 
organicism and vulnerability, they were early manifestations of explorations that Moffett would refine and revisit over the next decade. The drawings later identified as Range 
coincided with this direction in Moffett’s work. Always starting with the central fact of the hole, Moffett’s embellishments on each sheet took place as a series of largely intuitive, 
quasi-meditative, quasi-analytical acts. His materials were pencil and chocolate fudge; the oily butter in the fudge allowed it to be easily smeared and smoothed into place in a variety 
of ornate patterns. His highly controlled, exquisite gestures resulted in a vocabulary of forms resembling an alphabet of drawing—some geometric, some curvilinear, some more 
highly embellished, some austere and reductive. For instance, one reveals a kind of decorative harlequin pattern, another resembles swirling tear¬drops, and in yet another, fleshy 
protuberances like warts or blisters emerge from a tightly delineated series of ovals. The tonal spectrum from dark to warm brown to yellowish-brown also approximates a range of 
bodily fluids and excretions while simultaneously evoking the sensuality of sweets and delicacies. Some concentrated, some diffuse, they communicate a range of sensual, earthly 
pleasures, as fleeting and fugitive as eating a piece of chocolate fudge.

The work’s title, Range, offers various associations: the shooting range; a range of formal vocabularies; the range as a family homestead/domestic environment; to range as to 
ramble or move about. It is also an anagram for the word anger. Lacking specificity, it encapsulates a corresponding richness and expansiveness of potential references and multiple 
meanings, as in Buck’s contribution to this publication, “Caption (or the word kills the thing).” In the spirit of artists Marcel Duchamp and Marcel Broodthaers, he speaks to the 
impossibility and undesirability of fixing meaning.



This collaborative project calls into relief the relationships and the distinctions between Moffett’s and Beck’s individual practices, which are similarly characterized by attitudes of 
ambiguity and multivalence. Throughout his career, Buck has worked with and transformed objects, whether as points of departure for new works or as artifacts of his own making. 
The shot sketchpad resembles the artifact of an event—a record of time and of an act. The penetrated paper—a potent signifier of something or someone to which violence has been 
done—speaks mutely of its own pain. With Moffett’s ministrations, some extending from and some encircling the holes, the blow is implicitly softened. The palliative care of 
touching and lavishing attention, almost tenderly, on each “wound” symbolically rehabilitates and heals it. 

The “geography” of Range is both physical and temporal. Executed partially in the outdoors and partially in the studio, notions of time permeate the work as a record of a specific, 
instantaneous act and as a series of extended manipulations. After its initial execution in 1997, it was never shown, largely forgotten, and only recently revisited, brought to light at 
a time when a seeming sea change has taken place in the art world over a relatively short span of years. Attitudes about identity politics and about relationships between form and 
content have significantly evolved; exploration of personal language is no longer considered self-indulgent. And on a physical level, manifestation of the passage of time has 
emerged in the drawings themselves with the seepage of oil from the material used by Moffett, producing haloed effects on the paper. Discolorations have occurred to render the 
works softer, richer, and riper.

Moffett comments that at the time of their making he had no ambition for these works. For him, they constituted a series of exercises and explorations that to some extent fed into 
the materiality and tightly controlled gestural practices pursued in the evolving body of paintings that he was developing concurrently. About the work’s reemergence, Buck states 
that it’s like rediscovering an earlier self, commenting that “it’s as if Donald has uncovered the unconscious of the work.” 

The curatorial decision by gallerist Marianne Boesky to exhibit these drawings alongside paintings by Lucio Fontana unquestionably animates our reception of them. It complicates a 
reading of the works as documents of their own time, instead positioning them as part of a larger continuum of investigation about the potential of meaning that these gestures 
inherent in the works communicate. Fontana simultaneously defaces and valorizes the canvas. In each of his paintings, the combination of implied violence and exquisite delicacy, 
achieved by means of variations in the handling and distribution of the cuts, holes, gouges, and perforations—sleek and assured or roughly agitated—gives each work a strength of 
presence and a distinctive identity, underscored by variations in the choices of color as the monochrome backdrops and relative smoothness or roughness of facture. This 
reverberates with Beck’s decisive temporal gesture of shooting the sketchpad and with Moffett’s deliberate, laborious two-dimensional renderings on each sheet.

For Moffett, Fontana has had an additional role as an antecedent with whom he has grappled over time. “He’s always been there,” comments Moffett. “Fontana's forthright act always 
rang true to me—the strike, the blow, the cut, the insult. There is always an unfolding social history (and cultural history) that feeds my work. And that history (those histories) 
necessarily and casually take violence for granted. So the question for me, fifty or sixty years after Fontana’s famous cut, becomes then what? Now what?”(6) In his own paintings 
from 2004 onward, Moffett has employed holes and cuts in the canvas as key elements. Whether meticulously rendered and neatly framed with embroidery and zippers, as in a 
group of works from 2007; or fashioned in a rough hewn way, as with his 2004 series “Painting from a Hole;” or in more recent pieces with multiple holes, these function both 
compositionally and metaphorically in the way they address desire, the body, and the body politic.



Moffett’s kinship with Fontana has been noted by several previous writers, and his work was first exhibited alongside the older artist in 2007. In the accompanying catalogue, critic 
Anna Blume wrote, “Moffett begins with abstraction that moves towards bodies…(7) Inversely, Fontana’s approach can be said to begin with bodies and move towards abstraction. 
Describing the impulses behind his work, Fontana said, “Man today is too bewildered by the vastness of his world, he is too overwhelmed by the triumph of Science, he is too 
dismayed by the new inventions which follow one after the other…What is needed is an absolutely new language…which gives expression to this state of despair, of existential 
anguish.”(8)

For Fontana, the cuts and orifices gouged into the works were redolent of cosmic mystery, signifying worlds opening up beyond the surface of the canvas. In this respect he was very 
much of his time with attitudes consistent with others of his generation whose imaginations were fired by the nascent discoveries of space exploration and a sense of the unknown 
that was revealing itself to humankind in ways never before imagined. The heroic implications and intended representations of limitless space behind Fontana’s work belie their 
earthly, sensate qualities and their intense corporeality which resonate so directly with that of Beck and Moffett. In the older artist’s work, as in that of Beck and Moffett, 
pleasure—psychic, visual, corporeal, and erotic—is integral and becomes inseparable from violence, which is also poetic. Tactility, concavity, convexity, back-to-front, right¬side-up 
versus upside-down, are not fixed but rather fluid designations. As writer Bill Arning has said of Moffett’s work, “Depicting everything and nothing, they are a meditation on time, 
mortality, and the beauty of our finite lives. (9)

Beyond specific visual and psychic correspondences between the paintings of Fontana and the suite of drawings by Beck and Moffett, intriguing parallels exist between their 
practices, in spite of the approximately half-century separating the two. All three artists have made work that defies conventional categories and classifications and that moves back 
and forth between distinct media. Writer Lawrence Alloway described Fontana as “the enemy of media purity…[who] chooses the ambiguous borders between the arts, where 
paintings look like sculpture and sculpture meets painting halfway, in a series of overlappings and conflations.” (10) The mid-twentieth century period in which Fontana matured and 
developed is marked by a dynamic evolution of artistic language, to which he himself was a major contributor. A primary innovator at a time when the pictorial and spatial 
vocabulary of modernism was changing to reflect a new language of form and ideas, Fontana’s attitudes mirror that of others of his generation but surpass them in his expansive 
urge toward experimentation to redefine artistic genres and meaning. (11)

Important historical distinctions, of course, should be noted when considering the juxtaposition between Fontana’s paintings and the Beck/Moffett collaboration. Foundational to 
Beck’s and Moffett’s work is conceptual art and its emphasis on genres, materials, and acts in the service of ideas. Building on this legacy and furthering its development in their 
own practices, the artists’ shared commitment to activism and to the sphere of the social has indelibly inflected their individual and collaborative work. In Moffett’s paintings, 
drawings, photo¬graphs, and mixed media installations, references to history and politics, to ethics and morality, to desire and to the body, recur in ways that are at times evident 
and highly charged and at others, more covert and subtle, but no less palpable. Likewise, Beck’s conceptual practice has given form to his ideas about identity and the self in a 
manner that is sometimes understated and oblique, as in his recent corpus of drawings based on personality assessment tests, and sometimes more pronounced, in ways ranging 
from his shot sketchpads to his recent decision to use his own name as material, changing it from Beck to Buck, which comments on subjectivity and the significance of the 
“Name-of-the-Father.”(12) For both artists, ambiguity is a key component of how their work communicates meaning, as is the notion of layering, which suggests alternative realities 
and multiple viewpoints.



Perhaps the greatest degree of distinction between Fontana, Beck, and Moffett consists of the universal, existential dimension of Fontana’s work which departs from the concerns of 
the younger artists, who have often mined their own personal histories and identities as subject matter or starting points. Yet the distinction eludes easy analysis or categorization. It 
is the presence of such paradoxical qualities that tie these bodies of work together, despite their very different historical moments and points of genesis. “Violence, bodies, wounds, 
holes, camouflage, mimicry, memorials, erasure, guilt, corruption, sex, and death—even my own!”(13) says Buck about the subjects that underlie his work. His gesture of shooting 
sketchpads, made evident in the fact of the holes in the center of each page, is partially nihilistic, partially fatalistic, and partially an expression of pain in acknowledgment of loss, 
seemingly far from the heroic exuberance of Fontana's holes and slashes, which at the same time embody doubt and uncertainty. 

In the early 1960s, Fontana said of his work, “I was thinking of those worlds, of the moon with these…holes, the terrible silence that causes us anguish, and the astronauts in a new 
world…man arrives, in mortal silence, in this anguish, and leaves a vital sign of his arrival.”(14) At a remove from such exalted existential pronouncements is the younger artists’ 
conviction about human pain as the result of cultural, social, and psychological forces. Yet in all of their work, ideas about silence, anguish, and pain are acknowledged in a deeply 
sensate, almost profane way. Fontana’s paintings have been described as “at once sensual and symbolic, tormented and alive;” these attributes also characterize the Range 
collaboration as well as the individual works of both Beck and Moffett. For all their differences, they pulsate with a shared sense of the animate and of trauma as a generative force, 
vibrantly refusing to be named.



An installation view of the exhibit “Wound Filler” by artist Robert Buck at 
Von Ammon Co. (Vivian Doering)

In the galleries: Sobering reminders of gun violence
Artist’s works are uncomfortable but thought-provoking about 

deaths caused by firearms

MARK JENKINS | 12 NOV 2022

In 1971, performance artist Chris Burden had himself shot in his left shoulder. 
It’s unlikely that any conceptualist will ever address American gun culture more 
viscerally than that, but Robert Buck has come close. His Von Ammon Co. show, 
“Wound Filler,” demonstrates the effects of point-blank 12-gauge shotgun blasts 
into cylinders of the modeling compound used by embalmers to reconstruct 
damaged flesh. The voids blown through the waxy material are monuments in 
reverse to firearm victims, whose ranks have grown substantially since Buck 
made these pieces from 2004 to 2006.

If the holes at their centers are inherently catastrophic, the seven sculptures are 
otherwise quiet. Each tube of dried filler, in a variety of corporeal hues, sits atop 
one or more white plastic buckets and inside a sealed transparent vitrine. The 
blasted assemblages look like art objects and medical specimens, clinically 
detached from the brutality that made them.

Also included is a candle, complete with wick, that was cast as a positive 
impression of one of the shotgun gashes, and a sort-of drawing made by firing a 
shot through an artist’s sketch pad. The top sheet of paper was left with a 
bloom-like design rendered in shades of gray that suggest pencil or charcoal, 
but are actually gunpowder. Again, the remains of violence are surprisingly 
tranquil.

There’s no blood, viscera or pulverized bone in the sculptures made by the 
Baltimore-born Buck, who divides his time between New York and Texas. Yet the 
artist has found a material that, if not actual human fragments, is closely linked 
to the body. It’s just that instead of repairing corpses, he has used it to simulate 
fatal devastation. Each of the seven simulated injuries is clean, simple and 
discrete, but also stands for a larger, and much messier, toll.

Wound Filler at von ammon co., Washington, DC runs through 26 November 
2022



Robert Beck dust 
Wexner Center for the Arts

GREGG BORDOWITZ | 01 NOV 2007

ROBERT BECK’S RECENT EXHIBITION, “dust”-organized by the Wexner’s Bill Horrigan-seemingly 
affirmed two contradictory positions: On the one hand, each piece in the show required the 
discipline of psychology as the methodological basis of its interpretation. On the other hand, each 
work refused any coherent psychological reading whatsoever. In this way, Beck’s work avoids 
clichkd interpretations while at the same time handling the very substance of creative labor.

Consider a group of small, framed, meticulously crafted works on paper. They seem to be examples 
of drawings produced in art therapy; indeed, all of these works, called Untitled, have parenthetical 
explanations of their source material-e.g., Untitled (“Psychological Evaluation of Children’s 
Drawings” by Edith M. Koppitz/”The Artist as Therapist” by Arthur Robbins), 200112004. Among 
these drawings, a few sheets of paper retain their torn edges, as if they have been ripped directly 
from a spiral-bound notebook. Typed onto and sometimes directly over the lines of the drawings, 
the clinical notes – , of an observing psychologist neatly annotate the efforts. In some cases, 
handwritten lines are scribbled over t v ~ e d , . notes. Defeating the hierarchy of observation 
between doctor and patient, diagnostic interpretations and patients’ marks are assigned the same 
status. Beck conflates the results of two or more differing psychic processes. Separate 
interpretations revolving around the same events find their final form collaged into one expressive 
document.

A suite of five large photographs from 2004 occupied one wall. All are titled Screen Memory, with 
the parenthetical titles Family Room, Sister’s Room, Brother’s Room, Father’s Room, and Mother’s 
Room. Memories of home become stand-ins for family members, as each photograph contains a 
different dense, grainy accretion of overlaid images-a sailboat, a unicorn, the American flag, an 
eagle, geese, Jesus. Like Freud’s description of the unconscious, Beck’s photographs are spaces 
where the laws of time and physics do not apply. Many objects can rest in the same place at the 
same time.



The key to the exhibition was a painting on a bathroom partition. Standing in front of Untitled (Clean), 2004, facing the shiny surface, the viewer expects to see 
his or her reflection. That expectation is defeated. The steel surface, hung slightly higher than eye level, has a limited reflective capacity. The work of art 
promises to return the viewer’s reflection, and it fails. But is the term failure appropriate? Perhaps the work refuses to return the viewer’s image. Which does it 
do, fail or refuse? The painted and scratched marks on the surface of the metal do not aid the search for the self. A phallic graffito floats loosely detached in the 
composition. Whose cock is it-the artist’s. the viewer’s, the painting’s? We attribute intention to a work of art. As makers or beholders, we have feelings about 
what the object is trying to say, what it does to us and for us.

On another wall, a very large drawing, titled Hidden Pictures (Between Two Deaths). 2006-2007. refers to a . . page from the children’s magazine Highlights. A 
legend provides a list of “hidden objects” placed where they fit most invisibly within a field of squiggly line drawings. Beck’s Hidden Pictures are recovered, 
separated from the chaos of the game, yet they still do not yield interpretations. Instead, they just hang there, suspended on the picture plane. In Beck’s 
rendition the hidden objects take the foreground, and their context becomes deemphasized. Everything apart from the identifiable objects is amalgamated into 
one gray mass. The substance of this mass is the urgent issue of Beck’s work.

The walls of the exhibition space were treated with a matte, blackboardlike finish. Upon each slate-colored wall, chalk texts had been written and erased, from 
the very top to the bottom of each wall. An analogy was made between a school and a museum. The energy of lessons taught and erased permeated the space. 
The content of the curriculum matters less than the very fact of its institution as a process. The walls of the lobby outside Beck’s exhibition were also painted 
black, and everyone was invited to draw whatever they wanted. Inviting viewers to draw on museum walls is not radical. It can’t bring down the walls, nor will it 
destroy the alienating social relations that erect authority. However, the gesture of granting license to the creative potential of each museum visitor must not be 
dismissed. An ethical question arises: Who grants license to whom? If we perceive that the artist himself is the granting authority. we have merely reproduced the 
authority of professionals. If we grant that art itself is a constituting principle vested with the authority to license the creative potential of every individual’s 
desire, then we face a moral challenge. This requires belief akin to religious devotion.

“Dust” is about mood, the mood of religion. Not any particular religion but the common property of all beliefs: faith. Belief in reality requires faith that each thing 
has a place and a purpose and a maker. We have faith in the existence of a thing, faith that the thing is the product of intention, faith that everything has an 
origin. We believe these things in spite of what we know: Nothing belongs to a certain place. Nothing possesses a specific purpose. And nothing derives from 
one sole creator. Art teaches us all that. How? Dust is both a noun and a verb. As a thing. -, it covers; as an act, it reveals. The most significant feature of dust is 
that it lies everywhere.



The Minotaur (Lajitas), 2011, 
concrete, metal, steer skull and 
mixed mediums, 110½ by 24 by 

36 in; at CRG

JANE HARRIS | 06 MAY 2012

In this exhibition, titled “Kahpenakwu,” which means “west” in Comanche, Robert Buck (the artist 
formerly known as Robert Beck) explored the myth of the American frontier using various 
“artifacts” found in his native Southwest, including yucca leaves, barbed wire, fence poles and 
driftwood. The resulting sculptures, which made up the majority of the work on view, portray a 
place both actual and allegorical. Running throughout are references to the grid as a structural 
device, whether in art or in geography, and survivalist notions of living off the grid.

Fatherland (2011) features 43 concrete pavers arranged on the ground like flooring with some of 
the tiles gone missing. Littered on top are red shotgun shells and silver Indian Head nickels that 
suggest remnants of a cowboys-and-Indians-type game. The commemoration of American 
Indians, as Buck presents it, is inextricably bound to their destruction. The Minotaur (Lajitas), 
2011-a totemic structure (approximately 9 feet high) topped with a steer skull, evoking the 
titular mythological creature-also combines a romantic view of the past with less savory qualities: 
in this case, xenophobia and the violence associated with illegal border crossings, as conveyed 
by a lattice of barbed wire hanging down the back of the sculpture. More intimate in scale, but 
just as cautionary, is a series of drawings made after those by Silver Horn, a prolific Plains Indian 
artist who chronicled the tumultuous transition of his nomadic people to reservation life between 
1870 and 1920.

While all the works seem to conflate past and present, self and other, reminding us of the old 
adage that history repeats itself, some are less overt in their sociopolitical message than others. 
Take the 8-by-4-foot assemblage El Camino Real (2011). Here, a photograph of a Navajo man in 
ceremonial dress floating horizontally is barely visible behind smoked Plexiglas; affixed below 
him are four tire fragments and an edge-to-edge strip of red-and-white reflective tape that acts as 
a low horizon line. The piece references high-tech communication, conjuring as it does dimmed 
computer and iPhone screens just before they shut off. More obliquely, it also evokes 
contemporary means of surveillance, while capturing a mystical sense of landscape. In the end, 
though, any experience of transcendence in this show was fleeting. “Kahpenakwu” ultimately 
stood as testament to the eternal contradiction of a country caught between fantasies of freedom 
for all and the realities of borders dictating who belongs and who doesn’t.



Artist Robert Buck in his Manhattan studio

Meet Robert Beck/Robert Buck

STEPHANIE BLACK | May 2018

Artist Robert Buck is a cisgender white male in his late fifties and he wants to smash the 
patriarchy. On his website, the name in the header reads “Robert Be/uck” – the “e” of “Beck” 
crossed out in favor of a “u” – indicating the nominal change. Ten years ago, Robert Beck made a 
decision to cosmetically change one of the most important identifiers – the name-of-the-father – 
by one letter. Thus in 2008 began the manifestation of Robert Beck’/Buck’s investigation into the 
faulty, flawed second-hand nature of the name-of-the-father that has culminated in the latest of 
his two-part exhibition with Ulterior Gallery in Manhattan’s Lower East Side, Second Hand.

Seemingly superficial, Buck’s name change signified a departure from his personal and 
professional history as Robert Beck, as well the art-making philosophy that came with a 
maturation of an already anti-establishment personality. He challenges contemporary constructs 
of the patriarchy and authorship, utilizing common devices (readymades of different sorts) and 
manipulating them to bring his self-defined “mental art” alive.

This notion of a “mental art” associates with ideas of chaotic grandeur – Buck enjoys that the 
word “mental” can be used similarly to “deranged,” terms that both come with ideas of madness 
and delusion. But “deranged” can also more literally translate over to “de-ranged,” to operate with 
no boundaries on an open range, and as much as it begs for experimentation from the artist this 
derangement requires the viewer to make connections between imagery and concepts both 
hidden and explicit.

Informed by his film and television background (Beck graduated from NYU’s Tisch School of the 
Arts’ Film and Television Department in 1983), Beck/Buck’s work is often executed as a 
montage, splicing images together in a logical rather than chronological manner. While a student 
of the Independent Study program at the Whitney Museum of Art, Beck/Buck began investigating 
ideas of identity, masculinity, and relationships through printed media in his thesis, “The Tail 
Gunner’s Vulgar Revenge”. Beck/Buck used found images and constructed text to examine his 
father and his role in the air force in World War II along with additional staged photographs to 
investigate rituals of masculinity, identity, sexuality, and the intersection of auto-biography and 
social history. Lacanian in philosophy, Buck evokes the unconscious in his montages as part of a 
method of infusing and exposing The Feminine, which he considers superior.



The first of Buck’s exhibitions with Ulterior Gallery, entitled Vestiges, was an installation of staged “real-time” polaroids from 1979-80 when the artist first moved 
to New York. Installed in a manner that required the viewer to contort their body by stretching, crouching, and perching to immerse themselves in the space, the 
photographs invite interpretations of Buck’s staged images through what he refers to as gestalt, a “body experience.” This physical interaction provokes a 
reading as the viewer pieces together the montage on display – a shot of a kid in high school is followed by a house, and then an image of a courtroom; the 
story goes on.

When Beck composed these images in 1979-80, the idea that he was constructing these narrative opportunities with images rather than words was nascent. He 
views them now, in a time inundated with selfies and images without words, as predecessors of that notion, observing “You can see the kernel of what happens 
later. This idea of staging was interesting. The body is outfitted now with images and not words”.

Buck is referring to social media, most particularly Instagram, where identity and time are presented logically rather than chronologically, and most notably 
outfitting the original poster’s personality with images rather than words. Buck asserts that the images posted are more meaningful than the captions 
themselves. In this, we find contemporary staging, much like Beck/Buck touches upon in his original polaroids. In both instances the subject, or body, is adorned 
and posed - a feminine position. Citing feminist theory, Buck asserts that as a society, particularly under the influence of social media and instant images, the 
future is feminine and open to change, fluctuation, and enlightenment.

Instant images, or readymades, play prominently in Buck’s newly opened installation at Ulterior. Buck unveiled doctored thrift store paintings accumulated and 
edited over the 10 years since his name renaissance, notarized with his new signature. In part to build a body of work under his new name and to legitimize the 
act, Buck played with signatures and nomenclature on objects that had been recirculated – in this case, thrift store paintings. Repurposing names found in 
gallery sign-in books, Buck transcribed them over a grid strategically woven into the features of each thrift store painting, with signature and readymade paired 
based on certain characteristics; Buck paired them together as a riff on metanyms, asking viewers to explore these paintings with their minds and navigate the 
synapsys that bring the different aspects of the painting together.

The grid anchors the name, and a grid anchors the painting to Ulterior Gallery’s wall. Sticking true to his Lacanian inclinations, in psychoanalytic terms, Buck 
assigns these paintings as existing in the center of the imaginary and the symbolic, feminine in nature. We, as humankind, moving forward towards a more 
feminine existence, operate on a grid – and even though that’s relatively cut and dry, being on a grid and having distinct squares of existence allows us to 
escape the boundaries of polarities by granting us that extension. 



“At the end of the day… (Sandy Hook Elementary School, 
Newton, CT, December 14, 2012), 2014” by Robert Buck 

The Columbus Dispatch

Artist Robert Buck addresses gun violence 
through beauty

NANCY GILSON | 05 JUN 2016

In artist Robert Buck’s work, the horrific Columbine and Sandy Hook school shootings are 
revisited with haunting images and a type of kaleidoscopic beauty that beg viewers to 
consider, talk and reflect on the tragedies.

The two works, each part of Buck’s “At the end of the day ...” series, present one of the 
predominant themes — gun violence — of the new exhibit at the Pizzuti Collection in the 
Short North neighborhood.

The 30-some works in “Robert Beck/Robert Buck: States of America” address some of the 
most troublesome and controversial issues of contemporary society. Religion, identity, 
sexuality and other matters are contemplated through a variety of media in the work of the 
54-year-old artist, who is based in New York.

The exhibit is one of the few presented by the Pizzuti Collection focusing on a body of work 
by a single artist. The founders and namesake of the museum, Ron and Ann Pizzuti, have 
followed and collected Buck’s work for 20 years. Most of the exhibit pieces — a diverse 
selection hung thematically rather than chronologically — are from their collection.

About the artist’s name: As he explains in a video conversation with Rebecca Ibel, the Pizzuti 
Collection's director and curator, Buck felt that in 2008 he had reached an end of an era in 
which he had produced mostly autobiographical works. He decided on a simple change — 
Beck to Buck — to reflect a move away from patriarchy.

“Buck” had the added advantage of layers of meaning ranging from a reference to hunting to 
a term of resistance.

Many layers of meaning are also found in his art.

“At the End of the Day — Columbine High School” presents a surface pattern of beautiful 
monarch butterflies. Interspersed with the butterflies are digital screen images of the young 
shooters. After such stunning violence, Buck seems to be saying, there still can be power to 
regenerate and move on.



The Sandy Hook work has a similar kaleidoscopic look, with delicate snowflakes imposed over images of the teddy bears, candles and flowers left in memory of 
the victims.

Gun violence is also the powerful theme in a large-scale gallery presentation, with grainy photographs of 13 young shooters wrapping around the room. None of 
the boys — or their crimes — is identified. Many of the boys’ faces are disturbingly cherubic.

“In no way is this glorification of the action,” said Greer Pagano, assistant curator. “It poses the question: What do we do about gun violence?”

Another room is devoted to drawings, the artist’s copies of sketches made by children in therapy sessions. They can be playful, troubling, haunting and 
confusing — sometimes all at once.

“A Part From the Whole (Communion)” addresses religion with images from a First Communion. Eleven photographs, assembled collage-style, show lovely white 
dresses or jackets, hands, books — but no faces. The artist maintains that the church has moved from prohibition to permissiveness, leaving practitioners with 
fragments to put together.

Buck often incorporates surprising materials in his work. For “Shot #6,” he fired a bullet into a bucket of pink wound filler (used by morticians), creating a deep 
and oddly pretty hole in the very material used to mend holes.

The exhibit offers much to absorb.

To their credit, the staff and officials of the Pizzuti Collection believe in educating viewers about the contemporary art displayed there. Tours of the exhibit are 
available, and a catalog provides commentary on the works and a transcript of much of the video conversation between the artist and Ibel.

A visit to “States of America” is a thought-provoking experience that reinforces what collector Ron Pizzuti says about Robert Beck/Robert Buck: “I am drawn to his 
intellect and the thoughtful way he approaches topics. ... Bob is scary smart.”



Left: Robert Buck, Through the Night That, 2011, dyed US 
flag, barbed wire spoil, metal pole, and metal plate, 95 x 40 
1/2 x 24“. Right: Robert Buck, the crossing over and/or the 
crossing out, 2011, cinder blocks, rusted corrugated metal 

panel, lechuguilla pods, Plexiglas face-mounted 
photograph, 18 3/4 x 93 1/2 x 47”.

ROBERT BUCK
Robert Buck talks about his latest show

MATTHEW PORTER | 07 FEB 2012

In 2008, Robert Beck changed his artistic signature to Robert Buck. The artist’s latest exhibition, 
“Kahpenakwu” (Comanche for “west”), at CRG Gallery features sculptures, paintings, assemblages, 
and drawings inspired by the landscape of the American Southwest. Here Buck discusses the 
exhibition as well as issues of authorship and identity. The show is on view until February 18.

MY AIM was to handle the object head-on, explicitly, which is why I built things around detritus 
from the desert––a rusted metal husk, a wooden palette, road “gators,” yucca leaves. Transported 
to the white cube, the litter, elevated there to the status of the object, becomes venerated, 
talismanic, or consecrated. It’s about the recuperation of objects––or what remains of them. This 
opened a way forward, like crossing a frontier.

A fundamental American mythology is that people go West to reinvent themselves, to construct 
new identities, and establish their own laws in a lawless world. Wire fences were put up across the 
West in the 1870s, and boundaries are still being contested and reinforced there. When we talk 
about the border, which is an arbitrary line, it’s about the Comanche and the drug cartels, 
violence, a frontier, the in-between, self and other. Much of my current work has to do with 
crossing, a traversing.

The show also refers to the body, especially as a link between land and sky. References to the 
head abound––off the shoulders, separated. For me, the piece House of Asterion, the one with the 
driftwood set against the bleached-splattered denim canvas, and hung against corrugated metal 
panels, echoes Courbet’s Origin of the World. It’s like the birth of the universe, a new world, virgin 
land––maybe the ultimate effect of having made a name for myself, Buck.

Maybe my name change has to do with storytelling. An artist’s relationship to the object bears his 
own individual stamp, or insignia. Any exhibition or work has a relationship to fantasy, the 
invention of an imaginary world. A better word for story may be construction, which beautifully 
refers to the type of materials I used. The story I’ve been telling has expanded, for instance: 
instead of autobiographical references to my father, they’re now to “fatherland”; not to my 
childhood home, but to “homeland”; not the signifier the West, but a semblance of it, 
“kahpenakwu.”



Two of the pieces in the “Midday” series by Leslie Hewitt, 
color photographs of stacked and wall-mounted objects, 

that are part of her show of work from the last two years at 
the Kitchen. Credit: Adam Reich

Lucio Fontana, Robert Beck and Donald Moffett

ROBERTA SMITH | 06 MAY 2010

That the New York gallery world may be entering the phase of the ostentatious “project space” 
is signaled by the narrow, beautifully restored Victorian house on East 64th Street that 
Marianne Boesky has rented for exhibitions that juxtapose older art with work by artists she 
represents. Obviously, this may further sales, but the endeavor has benefits, like the chance to 
see more of the Argentine-born Italian modernist Lucio Fontana, and in a setting that is itself 
worth a visit.

Outstanding among the Fontanas are two works from 1960 that consist of raw linen whose 
constellations of punctures, varying in diameter, have the prancing energy of Miró. Also good, 
and less familiar, is a 1961 canvas roughly slathered with a diagonal downpour of green and 
brown paint and completed with a single, clean, vertical cut. The vigorous paint is especially 
aggressive. No wonder later Fontanas, with clean cuts in clean, monochrome fields, often look 
overly elegant and inert, like the three examples here..

“Range” is a 1997 collaboration between the Conceptualist Robert Beck and the painter Donald 
Moffett; it combines Mr. Beck’s preoccupation with mysterious crimes and Mr. Moffett’s interest 
in painting as abstraction, decoration and material fact. Mr. Beck gave Mr. Moffett a pad of 
drawing paper through which he had fired a .22-caliber bullet. Mr. Moffett took each of the 
pad’s 20 sheets and its back and front covers and encircled each gunpowder-ringed bullet hole 
with a delicate, tattoolike symmetrical motif, variously floral or geometric, made of graphite, 
ink and fudge.

Poignantly beautiful, if a little precious, the results contrast male and female, hunting and 
cooking, destruction and creation, death and commemoration. They commune with and hold 
their own against the Fontanas surprisingly well. ROBERTA SMITH


