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THE VIEWER IS KING  

FULL HOUSE – the Kouri Collection and American Minimalist 
Adventures is an exploration of one of the enduring cornerstones 
of contemporary art, Minimalism. The exhibition traces the paths 
of Minimalism from the late 1960s to the present. 

Minimalism emerged among a generation of young New York artists
at the turn of the 1960s. These artists never formed a school or
had a manifesto; they were simply linked by a similar approach 
to art: an aim at objective and depersonified expression, non-
representative, geometrical and repetitive, and using ready-made 
industrial materials. 

We may say that Minimalism brought a radical change in how we 
look at and experience art. All Minimalists emphasized the primacy 
of the viewer. Art is not just for looking at; it has an impact on 
the viewer and challenges that viewer to experience the space in 
a new way. 

Some contemporary artists have distanced themselves, with irony,
from the giants of Minimalism. Their works may be just as strictly 
geometrical as those of the Minimalists, but with new content 
focusing on subjective emotions, opinions and statements. They 
also replace industrial steel and wood board with materials as 
diverse as liquorice candy or aspirin. Full House is an invitation 
to experience Minimalism with all your senses. 
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John Pilson’s À la claire fontaine is a video 
installation that immerses the viewer in the office 

architecture of New York skyscrapers. The connection to 
Minimalism is in the standardized cubic nature of this 
architecture: the grid pattern is repeated in the streets 
of Manhattan and their rectilinear architecture, where 
the indoor spaces too are dominated by right angles and 
cubes. We live in a standardized, geometrical world. 

In the anonymous world of the artwork we see a young 
girl adventuring. She takes control of the office space 
through her own creative moments — singing, drawing 
on the window with her finger and gazing down from 
the heights of a skyscraper. Her actions contrast with the 
routine of a busy office and the details of everyday work-
ing life. The video juxtaposes life and its harsh setting, 
showing the scale of human beings against the shapes of 
buildings and their formalist details. 

Pilson lives in New York, and his 1990s photographs 
feature the structural landscape of his home city. 

A

JOHN PILSON . À la claire fontaine, 
2000

eight-channel video installation with sound, 00:02:35 .  
dimensions variable . Solomon R. Guggenheim Museum, 
New York . Purchased with funds contributed by the Young 
Collectors Council, 2001 . 2001.73
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Corner Piece by Robert Morris is a good example 
of the sea change in the conception of art that 

defined the new trend in the USA. Artworks no longer
only occupied a world of their own, like a painting on
the wall or a sculpture on a pedestal; instead, they 
actively staked out their place in a space. Placing a 
work in the corner of a room attracts the viewer’s 
attention by way of the placement alone. And this is 
not just about placing a complete work. Instead, the 
environment of the artwork — in this case, a steel tri-
angle — becomes part of the work itself rather than 
just its background. 

This new way of thinking of an artwork also changed 
the viewer’s relationship to art: art is no longer just 
for looking at, since these works have a physical, one 
might almost say corporeal, presence in sharing the 
space with the viewer. Works like this must be con-
cretely encountered in the space; a photograph can 
in no way do justice to the physical experience of the 
work. 

1

ROBERT MORRIS . 
Corner Piece, 1964 – 1988

steel . 193 x 259 cm
The Kouri Collection, Kiasma
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Morris was closely involved in contemporary dance. 
His interest in this genre is probably why he focuses on 
the nature of space and the human body. Indeed, his 
first Minimalist sculptures were originally set elements 
designed for stage productions. 

After a series of works in solid and heavy materials,
Morris took up soft materials in the late 1960s. Them 
and the effect of gravity dictated how the works emerged.
Morris created a series of works by piling up, folding and 
suspending felt. Whereas Corner Piece seems to float 
above the floor, defying gravity, Untitled (Brown Felt) 
shows the impact of the material and gravity. 

The artists in the generations following the Minimalists
have not been able to ignore the reforms of their pre-
decessors, but they have taken those reforms several 
steps further, filling the forms of Minimalism with new 
content.

FELIX GONZALEZ-TORRES . 
”Untitled” (Public Opinion), 
1991 . detail

black rod licorice candies individually wrapped in cellophane,
endless supply, ideal weight: 317,5 kg . dimensions variable .

installation view of “Felix Gonzalez-Torres” at Solomon R. Guggenheim Museum, New York, 1995 . 
Photograph by David Heald © The Solomon R. Guggenheim Foundation © The Felix Gonzalez-Torres 
Foundation. Courtesy Andrea Rosen Gallery, New York.
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One of the basic methods in the art of Felix Gonzalez-
Torres is piling up: he has created artworks with 
methods as diverse as piling up posters and arranging 
light bulbs. By piling up pieces of candy in a corner 
(much like in Morris’s Corner Piece) or as a flat sur-
face on the floor, he introduced a human touch to ‘pure 
form’: touch, sensuality, desire, emotions and memories. 
Even the strict form of the work is not as untouchable
as it seems: with his paper piles and with this mat of 
liquorice candy, viewers are free to take one for them-
selves. Maintaining the work also keeps the museum 
staff busy: the work is never complete, because it must 
be ‘topped up’ periodically according to consumption 
by viewers. 

The artist himself associated the black lozenge shapes 
of the candies with missiles, and by entitling the work 
“Untitled” (Public Opinion) he linked it with the then 
topical debate on the Gulf War. Born in Cuba, Gonzalez-
Torres lent a new political dimension to the ostensibly
neutral pure forms of the Minimalists. The public’s 
participation in the artwork itself (which is, after all, 
also what the title refers to) creates a complex rela-
tionship: is the participant guided by selfish desire and 
enjoyment or a more conscious and critical motive?
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RICCI ALBENDA . 
Portal to Another Dimension (Deborah)/
Positive, 2001

fiberglass . 121,6 x 168 x 37,5 cm . Solomon R. Guggenheim 
Museum, New York . Purchased with funds contributed by the
Young Collectors Council, 2002 . 2002.28 . Photograph by 

Kathryn Carr © The Solomon R. Guggenheim Foundation.

Where Minimalist works differed from earlier 
artworks was that they were placed in a space 

as objects, to share the same space with viewers and to 
interact with them. The wall-mounted works of Ricci 
Albenda take an even more active approach, as they 
seem to appropriate the architecture of the space and 
adapt it for their own purposes. Albenda’s sculpture — 
convex at one point, concave at another — brings the 
ostensibly solid wall of the building to life. Indeed, the 
exciting title of the work alludes to a parallel reality, 
perhaps the mythical fourth dimension or something 
out of science fiction. On the other hand, this Portal to 
Another Dimension could also refer to a portal into the 
viewer’s mind. At Kiasma, Albenda’s works enter into an 
exceptionally intriguing dialogue with the architecture 
of the building, which itself depends on the tension 
between curved and straight shapes. 

2
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Beside Albenda’s works there is a miniature mountain 
landscape bathed in blue light, a small northern dio-
rama. This is Oslo by Korean-born artist Koo Jeong-A, 
who at present resides in Paris. There are several floor-
mounted works at the Full House exhibition (De Maria, 
Gonzalez-Torres, Laib, Long). This follows directly from 
the spatial concept of Minimalism: viewers encounter 
the works concretely, even surprisingly, finding them at 
their feet instead of framed and hung on the wall. 

What makes the apparently picturesque diorama by 
Jeong-A surprising is that the conical mountains are 
formed of crushed aspirin tablets. Jeong-A uses materi-
als such as aspirin, sand, crumpled paper, discarded toys 
or cigarettes to create artworks, meticulously fashioning 
permanent and solid compositions out of nondescript, 
sensitive and fragile materials. The subject may be monu-
mental, as with the mountains in Oslo, but executed on 
a minuscule scale. 

KOO JEONG-A . Oslo, 1998 

crushed aspirin, wood, and blue light . dimensions variable
Solomon R. Guggenheim Museum, New York . Purchased 
with funds contributed by the Young Collectors Council, 
2003 . 2003.62 . Photograph by David Heald © The 
Solomon R. Guggenheim Foundation.
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WOLFGANG LAIB .
Milkstone . 1978 – 1983

marble, milk . 2 x 133 x 138 cm . 
The Kouri Collection, Kiasma

Wolfgang Laib, like Gonzalez-Torres, explores the 
avenues opened by American Minimalism in his 
spatial use of basic shapes. German based Laib uses 
natural materials, for example by spreading pollen on 
the floor in the shape of a square or piling rice into 
small heaps. Milkstone is also a very simple, regular 
Minimalist basic shape: a white square on the floor. 
On closer inspection, this square turns out to consist of 
two different white materials: marble and milk. Laib too 
uses Minimalist shapes to outline very un-Minimalist 
content. 

Creating works is a long, quiet process, which for Laib 
involves ritual silence and meditation. But the spiritual 
nature of Laib’s works stems from their commonplace 
natural building blocks. Organic materials incorporate 
the idea of nutrition and the nurturing of life; pollen is 
from the plant world, while milk is the first food of new-
born mammals. Milkstone too requires maintenance 
while on display: the milk covering the marble slab 
is replaced every day in a daily ritual of emptying and 
refilling. 
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Laib’s materials are, in a sense, eternal: pollen and milk 
have been basic components of life for as long as life has 
existed. Roman Opalka analyses time through painting, 
or rather writing. Or more accurately, he counts. 

Opalka fills his canvas with numbers, progressing one at 
a time from the top left to the bottom right, one canvas 
after the other. He started at one and is going towards in-
finity — an absolute goal which can never be attained. 

Opalka’s colour scheme has changed over time. He ini-
tially painted white on black, then on grey. Now, he has 
begun to lighten the background colour of each new 
canvas one per cent at a time, towards white. He aims to 
end up painting white on white, which in a way is also 
an absolute goal. 

Opalka’s reduction and minimizing of means relates 
his work to conceptual art. Although the canvases he 
produces in his process of counting and painting are 
visually beautiful, his work is more than an individual 
painting. His entire output is a comprehensive entity, an 
overarching idea which is evident in the fact that each of 
his individual canvases is entitled Detail. 

Opalka’s project is very universal: numbers and the 
passage of time affect everyone. At the same time, it is 
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very personal, the artist’s private ritual. While painting, 
Opalka reads the numbers aloud in his native Polish, 
and at the end of the day he takes a picture of himself 
with the painting. The project will reach its conclusion 
when time runs out for Opalka himself. 
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JAMES TURRELL . 
Shanta Pink, 1968

light installation . dimensions variable . Pentti Kouri, New York

James Turrell . Drawing of the projection Shanta Pink, 1968 . 
Copyright: James Turrell

Opalka is one of a number of artists who have 
taken up the depiction of time through visual art. 

Others, by comparison, are interested in the intangible 
nature of light. James Turrell has been working with 
light for his entire career. He treats his subject like the 
Minimalists: the purpose of an artist’s material, whether 
sheet metal or plastic, is not to tell a story or to convey 
the artist’s expression but to function simply as itself. In 
a way, Turrell sculpts light. In his works, light is not a 
property projected onto an object or a space; instead, 
light itself is both his subject and his material. He uses 
light to create illusions which at first glance look like 
objects but then prove to be intangible. 

Time is also an important component in Turrell’s works. 
They cannot be taken in at once; they require tranquil 
contemplation and immersion. Sometimes their creation 
is also a lengthy process. Turrell has constructed light 
spaces not only in museums but in natural surroundings 

3
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too. The best-known of these is an entire crater in the 
Arizona desert converted for the purpose of watching 
celestial phenomena. Also Turrell’s smaller works may 
be seen as traps to capture light. 

Although Turrell’s subject, light, is a necessity for all 
life and a perennial issue in visual art, it is also of 
personal significance for the artist. In his youth, Turrell 
was a political activist, involved for instance in flying 
Tibetan monks to safety in India. At one point, he was 
imprisoned and confined in a dark cell. This experience 
demonstrated to him that there is no such thing as a 
completely lightless space, and also no such thing as a 
completely silent space: when all other sensory stimuli 
are removed, a person responds to the sounds of his or 
her own body and sees the light within. Turrell’s work 
and art show that even though the means of art may 
appear to be abstract and removed from the real world, 
they may have very real and political significance for the 
creator of that art. 
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Colour and light can create comprehensive 
sensory experiences. Olafur Eliasson makes ef-

fective use of this experiential dimension in his works. 
He is inspired by American artists working with light 
and space, such as Turrell. His work Your inverted 
veto is intended for the viewer to enter. This work too 
requires some time to come to terms with. The light-
ing in the inner space changes every few minutes. The 
yellow light, consisting of a single wavelength, alters or 
more properly cancels the colours in its environment 
apart from yellow and black; white light, on the other 
hand, brings out colours as we are used to seeing them. 

Eliasson is a Danish-Icelandic artist. Working in the 
northern latitudes, he is interested in the environment 
and the weather in general. He has created huge indoor 
spaces of light and colour, the best-known of which 
is surely the giant sun at the Tate Modern in London. 

4

OLAFUR ELIASSON .
Your inverted veto, 1998 

yellow monofrequency light, white flute light and blue plastic . 
dimensions variable . Solomon R. Guggenheim Museum, New York .

Purchased with funds contributed by the International Director’s 
Council and Executive Committee Members: Edythe Broad, Elaine Terner Cooper, Linda Fischbach, Ronnie
Heyman, J. Tomilson Hill, Dakis Joannou, Cindy Johnson, Barbara Lane, Linda Macklowe, Brian McIver, 
Peter Norton, Willem Peppler, Alain-Dominique Perrin, Rachel Rudin, David Teiger, Ginny Williams, Elliot 
K. Wolk, 1998 . 98.5230 . Image Courtesy Studio Olafur Eliasson
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The space created by Eliasson at the Full House exhib-
ition shows us how relative our conception of colour is 
and that the colour we see on the surface of an object 
is actually the light reflected off that object into our eyes. 
When the lighting changes, so does the world we per-
ceive. However, our mind aims to keep the world sta-
ble, and therefore we, perhaps unconsciously, resist the 
experience of the world changing in front of our very 
eyes. The space created by Eliasson is a laboratory where 
we can analyse our own reactions. It is thus the viewer 
that is the focus of the work. When we observe the work, 
we observe ourselves. 

PLEASE RETURN TO THE BEGINNING
 AND GO UP THE RAMP 

TO THE 5TH FLOOR
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The works hung on the walls around the en- 
trance to the fifth floor are made out of materials

alluding to the industrial world. The Untitled series by 
Greek-born Jannis Kounellis repeats a simple, heavy 
shape along the walls. These works consist of iron 
beams bolted to sheets of steel, wedging in two rows of 
stones and sacks containing iron oxide and gypsum. 
The materials used by Kounellis create a contrast 
between the solidity of steel, the softness of the burlap 
and the craggy porosity of the stone. The works form 
a continuum created out of durable materials and 
repeated shapes. 

Kounellis’s works also allude to arte povera, an ap-
proach which favored austerity and poverty in mater-
ials. Beauty is not the principal characteristic of these 
works; rather, they show the political awareness and 
social criticism of the artist. The solid materials associ-
ate in our minds with real and permanent things. 
 

5

JANNIS KOUNELLIS . 
Untitled, 1988

steel, stone, burlap bag, iron oxide, gypsum . 250 x 190.5 x 28 cm 
each . The Kouri Collection, Kiasma . Image  Courtesy Mary Boone 
Gallery, New York
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ROBERT MORRIS .
Untitled (Fiberglass Frame), 1968

translucent fiberglass and resin . 183,8 x 244,5 x 45,7 cm
Solomon R. Guggenheim Museum, New York . Panza 
Collection, 1991 . 91.3819 . Photograph by David Heald 
© The Solomon R. Guggenheim Foundation.

In the northern end of the fifth floor there is a 
large, empty frame. Untitled (Fiberglass Frame) 

by Robert Morris provides a vista into the sculpture and 
out again, into the exhibition space. Viewers become part 
of the work as the frame appears to incorporate them in 
the vista. The translucent material blurs the boundary 
between the inside and the outside of the sculpture. The 
fibreglass used in the frame is an industrial material, just 
like the sheet metal or industrial felt used in Morris’s 
works displayed on the fourth floor. Industrial mater-
ials carry meanings that differ from the meanings of ma-
terials conventionally used in artworks. 

6
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In the same space with the frame there is the fluorescent-
light sculptures by Dan Flavin. He builds his works out 
of standard fluorescent tubes arranged in a variety of 
structures, with tubes of different lengths and colours. 
The parts of this tripartite sculpture in light all have the 
same proportions but play with the order of colours.
The light is not aimed at anything in particular; like 
a glow-worm or an advertisement, it simply attracts 
the viewer to look at it. Flavin himself describes his 
works as suggestions that offer the viewer an oppor-
tunity to look more closely at something that is already 
familiar to him. 

The personal nature of Flavin’s works is apparent in 
their titles. He has dedicated the work on display to two 
people important to him, Annemarie and Gianfranco. 

DAN FLAVIN .
Untitled (To Annemarie and Gianfranco) 3, 4, 5, 
1989 

pink, yellow, green fluorescent light . 
244 x 41 x 12 cm . The Kouri Collection, Kiasma 
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RICHARD SERRA . The U.S. 
Government Deprives Artists of 
Their Moral Rights, 1989

paintstick on paper . 262 x 461 cm  . 
The Kouri Collection, Kiasma

On returning to the large exhibition hall, a large 
drawing is apparent on the left-hand wall. It 

depicts rectangles drawn with a black oil paintstick, 
leaning against one another with a white fissure in 
between. The enormous sheet-like structures in the 
drawing mimic the gigantic steel plates that Richard 
Serra often uses in his works. His best-known sculp-
tures are huge: planted solidly in a space, they carve it up 
or curve around the viewer. His sculptures are of archi-
tectural proportions and change the space around them 
in a significant way. 

The size and impenetrability of Serra’s sculptures has 
provoked controversy. Tilted Arc, a sculpture 36 m long
erected in a square in New York was taken down again 
after a flurry of complaints. The artist lodged an ob-
jection on hearing of the dismantling order, leading 
to a five-year lawsuit which the artist eventually lost 
in 1989. In that year, he created a drawing with the 
blistering title The U.S. Government Deprives Artists of 
Their Moral Rights. 

7
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The critical approach continues in the works of Robert 
Longo. The actions of the U.S. Government in the Gulf 
War, inequality among citizens and racism are all blots 
on the mental landscape of America around the turn of 
the millennium as far as Longo is concerned. The black 
flags in the series of works created by him at the turn of 
the 1990s constitute a series of dark comments, vary-
ing according to their choice of material and their scale. 
The flag flying on the wall is created in stiff bronze in-
stead of fabric. The monumental flag work standing on 
the floor is carved out of massive timbered logs. The red, 
white and blue colours are still discernible even though 
burnt and covered in charcoal black. 

There is a long tradition of using flags as vehicles for 
criticism in American visual art. Longo’s flags are a 
comment on the classic flag-themed works of pop art. 
His titles contain literary allusions, to a play Macbeth in 
Black Flag (When the Hurlyburly’s Done, William Shake-
speare) and to science fiction master in Black Flag No. 
5 (In the Leg Stances of a hundred Starlets, J.G. Ballard). 
Longo himself has a sci-fi connection: before becoming 
a visual artist, he has been a film director whose output 
includes the cyberpunk film Johnny Mnemonic. 
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DONALD JUDD . 
Untitled,1989 

Cor-Ten steel, purple plexiglas . 
101 x 203 x 203 cm . The Kouri Collection, Kiasma 

Any discussion of Minimalism would be incomplete 
without a reference to Donald Judd, who is credited 
with inventing the movement — even though he himself 
denounced the very epithet of ‘Minimalism’. Judd feels 
that art is not about expression or craft. He used ready-
made industrial materials such as plexiglas, plywood or 
steel. His artworks show shapes, colours and surfaces 
exactly as they are. It is essential that the artworks do 
not refer to anything or resemble anything identifiable 
— they just are. A sculpture is not a representation of 
something but a specific object unto itself, as Judd has 
said. 

Judd favoured boxes of various kinds, singly or in series. 
The box shape plays with the idea of the relationship 
between surface and content. Judd’s boxes are ‘empty’ 
in both form and content, much like Robert Morris’s 
doubly empty frame. 
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WALTER DE MARIA . 
Large Rod Series: 7/11, 1990 

stainless steel . 132 x 231 cm . 
The Kouri collection, Kiasma 

By contrast, the metal tubes of Walter De Maria are not 
empty; they are made of solid steel. His artworks too 
have a Minimalist clarity and serial nature about them, 
to a point of mathematical precision. The title of his 
work, Large Rod Series: 7/11, refers to the shape of the 
tubes that may be seen in their cross-section. 

De Maria’s most famous steel tubes are located outdoors, 
in a desert in New Mexico. There he has created a forest 
of 400 steel pillars which play on the natural environ-
ment, attracting lightning strikes in the thunderstorms 
that frequently occur in the area and conducting the 
electrical bursts in various directions. Entitled Lightning 
Field, the work also makes use of one of the most basic 
structures of Minimalism: a grid. The tubes are placed 
equidistantly across an area one kilometre by one mile 
in size. The metal tubes are alternately shaped like hepta-
hedrons (seven points) and undecahedrons (eleven 
points). 
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FRANK STELLA .
Sidney Guberman, 1964

metallic paint on unprimed canvas . 
197 x 227 x 7,5 cm . The Kouri Collection, Kiasma

Frank Stella paints paintings in which, in the spirit of 
Minimalism, everything is carefully considered. His 
series of paintings from the 1960s favour symmetry and 
repetition. In contrast to this meticulous design, some 
of the titles sound surprisingly personal: like Flavin, 
Stella names his works after people close to him. The 
hexagonal work Sidney Guberman refers in its title to 
an artist friend of Stella’s. 

The shape of Stella’s painting dictates its content: the 
stripes are exactly as wide as the depth of the border, and 
the diameter of the central aperture is exactly the same as 
the width of the painting surrounding it. The end result 
is something which is partly a three-dimensional object, 
partly a two-dimensional image. It is a frame-like work 
that reveals everything: the wall on which it is hung, the 
canvas on which it is painted and the surface covered 
by pigment. Like Morris’s frame, Stella’s painting poses 
the question: have the artwork and the frame switched 
places, or have they merged with one another? 
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RICHARD LONG . 
Grey Slate Line, 1986 

grey slate . 168 x 3400 cm 
The Kouri Collection, Kiasma

Richard Long’s Grey Slate Line is a rocky road 30 m long 
which takes the viewer figuratively on a journey from 
Minimalism towards European earth art. Long often 
uses rectangles and circles in the tradition of employ-
ing universal basic shapes, at the same time referring to 
trends that take art out of galleries and museums, often 
to places far removed from human habitation. 

Long has made an art form out of moving in nature: 
many of his sculptures are based on walking. They may 
be placed in the natural environment and later docu-
mented in exhibitions. Some of his works are texts and 
maps created in the course of walks, while others are 
stone sculptures assembled in museums. In contrast 
with their basic shapes, the works reflect their physical 
execution and the traces of their creation: footprints in 
the terrain or mud spread on the wall by hand. 
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BRUCE NAUMAN .
Green Light Corridor, 1970

painted wallboard and fluorescent light fixtures with green lamps . 
dimensions variable, approximately 3 m x 12.2 m x 30,5 cm . Solomon 
R. Guggenheim Museum, New York . Panza Collection, Gift, 1992 . 
92.4171 . Photograph by Erika Barahona Ede © FMGB.

Long’s strip of stone seems to be perpetuated by
a walkway of another kind, Green Light Corridor

by Bruce Nauman. The light corridor can be seen 
from the outside but can also be observed from the 
inside. Here, the viewer’s experience is key. Nauman’s 
works often put the viewer in a position where he or 
she is forced to take a stand. The situation may be 
uncomfortable or even intimidating for the viewer. 
In some of his corridor works, Nauman uses a camera
aimed at viewers entering the work, observing the 
observers. 

In the same room with Nauman’s light corridor there 
are works by Robert Smithson, a pioneer in American
earth art. He became known for his monumental 
constructions located far away from populated areas. 
Smithson combined sculpture, earth art, photography, 
cinema and writing. His work launched the debate 
about a sculpture and its site, or ‘non-site’, a term he

8



28  

coined: non-sites are three-dimensional representations 
indoors of the actual sites outdoors. 

Smithson is represented in this exhibition with photo-
graphs from his series Yucatan Mirror Displacements, 
which shows us how mirrors placed outdoors reflect 
their environment, questioning our conception of 
unique location. The work displays not only the origi-
nal space and place but also its reflection and a photo-
graph of both. The role of the viewer in creating the view 
is emphasized here. 

Smithson also gave theoretical thought to the relation-
ships between an actual site, an observation of an 
actual site and a recording of the observation. The other
Smithson  work in the exhibition is a series of slides, or 
more properly a visual lecture, Hotel Palenque on how 
architecture and a location simultaneously fall into ruins
and are built up. Both Smithson works were created in
Mexico, where he travelled extensively. 
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Francis Alÿs is also a walker, but unlike 
traditional earth artists he walks in an urban

environment. The Belgian born artist is today one of 
the millions of people who live in Mexico City. When 
he goes walking, he may take something with him 
which leaves a mark or makes a sound. The works at 
the exhibition document such events. 

Alÿs likes to work with other people. In When faith 
moves mountains, he had 500 volunteers in a village in 
Peru move an entire sand dune by a few inches through 
a huge effort of sweeping and shovelling. This action 
recalls the monumental efforts of earth art and involved 
a great physical effort, but above all it was a symbolic act 
and a manifestation of community spirit, as the poetic 
video documentation shows. 

9

FRANCIS ALŸS . When faith moves mountains 
(Cuando La Fe Mueve Montañas), 2002

three-channel video installation with sound, 16mm film transferred to 3
DVDs; 2 rear-projection screens; 1 monitor; DVD projection . dimensions
variable . edition 1/4 . Solomon R. Guggenheim Museum, New York .

Purchased with funds contributed by the International Director’s Council and Executive Committee
Members: Ruth Baum, Edythe Broad, Elaine Terner Cooper, Dimitris Daskalopoulos, Harry David,
Gail May Engelberg, Shirley Fiterman, Nicki Harris, Dakis Joannou, Linda Macklowe, Peter Norton,
Willem Peppler, Tonino Perna, Elizabeth Richebourg Rea, Simonetta Seragnoli, David Teiger
 and Elliot K. Wolk, 2002 . 2002.59 . Image Courtesy David Zwirner, New York
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This guide presents the works dis-
played in the Full House exhibition.

Each work is presented 
separately, and the route is 

marked on the map.

We recommend that you 
follow the route given 

on the exhibition map.

4th floor

5th floor


