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Espace Louis Vuitton Tokyo
Presents "GEOMETRY OF LIGHT”

For its second exhibition, Espace Louis Vuitton Tokyo is very happy to present the American Artist
Alyson Shotz. While her piece A Curve in Space and Time has been installed at Louis Vuitton Kobe
Maison since 2010, Shotz's work is almost entirely new to Japan.

Alyson Shotz is a sculptor who lives and works in Brooklyn, New York. For the past decade, she had
created sculptures and installations for public and private spaces, working across mediums and
creating new, unexpected and often striking visual perceptions. The misleading solid appearance of
the floating reflections of her Shape of Space shown at the Guggenheim museum (New York) in 2007,
was actually a very light and flexible sculpture, made of thin plastic and staples.

Interested in physics, Alyson Shotz uses industrial material, mirrors, stainless steel, to visualize
invisible forces like gravity, space and light - the basic elements of our physical world. Materials that
proved no less important when it comes to Art. “Questions about what the universe is made of (what is
space, what is matter) seem primary to what sculpture, or art, should be about”, says Shotz.

When she visited Espace Louis Vuitton Tokyo, Alyson Shotz was impressed by the abundant natural
light in the exhibition space. The work in progress she went through to create GEOMETRY OF LIGHT
was made in response to it, with a desire to offer something intrinsically new to Espace's visitors.
“What would it lock like to see light stopped in time”, encapsulates Alyson Shotz starting point.

Powerfully combining long-lasting experiments with light, a deep passion for Japan, and a particular
sensibility to space, GEOMETRY OF LIGHT gives us a rare occasion to better understand the uniqueness
of Tokyo's sky light. The installation indeed offers to the public of Espace the best of the recent research
on natural environment. Deprived of sentimentalism Alyson Shotz's pieces work at the interface of
sensation and reflection on natural process, while acknowledging contemporary materials and media.

For this poetic and even sensual experience, five new artworks have been conceived for the exhibition
with the support of Alyson Shotz's Gallery, Derek Eller Gallery (NYC) and Espace Louis Vuitton Tokyo. Espace
Louis Vuitton Tokyo is very grateful to the artist for her complete and sustained devotion to this project.

Keen to give the public more opportunities to dive into one artist's world, Espace Louis Vuitton Tokyo
commissioned Philippe Vergne, Dia Foundation's Director, to interview Alyson Shotz in New York. We are
very pleased to share here part of the discussion these two had, and do hope you will enjoy their
exchanges as we have had.
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The Shape of Space, 2004

cut plastic Fresnel lens sheets, staples

175 % 456 X 72 inches / 444.5 % 1158 X 183 cm
installation view at The Guggenheim Museum, 2007
collection: Guggenheim Museum

photo: Kristopher McKay

The Shape of Space (detall), 2004
photo: Kristopher McKay
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Wawve Equation, 2010
silvered glass beads on
stainless steal plano wire
and aluminium

120 ¥ 144 X 117 inches /
305 ¥ 366 X 287 cm
Installation view at

the Masher Sculpture Center,
Dallas, TX, 2010

photo: Kevin Todora

Wawe Equation (detall), 2010
photo: Kevin Todora
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Angle of Incidence, 2010
aluminum laminated with
dichroic acrylic

128 % 128 x 182 inches /
325 % 325 X 462 cm
parmanant installation at

the Ohio University Academic
and Research Center,
Athens, Ohio

photo: Jason Kalus
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Alyson Shotz — Philippe Vergne (oirector of the bia Art Foundation)

Interview between Artist, Alyson Shotz, and Director of the Dia Art Foundation, Philippe Vergne, March 18th, 2011, Derek Eller Gallery, New York:

Standing Wave, 2010
dichroic acrylic and tape
86 * 354 ® 12 inches /
244 x 899 = 30.5cm
installation wview at

The Wexner Art Cantar,
Columbus, OH, 2010

The Geometry of Light, 2010
cut plastic Fresnel lens
shaets, glass beads,
stainless steel wire

173 % 263.5 X 602.5 inches /
439 ¥ 669 X 1530 cm
installation view from
Material World: Sculpture fo
Environment at MASS MoCA,
2010

photo: Arthur Evans




Philippe Vergne: | would like to handle this conversation a little bit like a studio
visit. To start we made the equation that might bring you back to very early stages
of your life, or at least, early stages of your career, and would be curious to know
if you even remember, some people don't, what is the first work of art that had

an impact on you and why? | can tell you mine to make sure that you don't feel
embarrassed...it was a Salvador Dali.

Alyson Shotz: I'm trying to think of what would be the earliest thing. Actually

it sounds super sophisticated, but it was only because my mother had a poster

of a Picasso in the bathroom and that was an image that | used to look at all the time.
PV: Which Picasso was it?

AS: It was from the Blue Period, it was just something that was absorbed into my

consciousness which is funny because | think that in the art world, we think those

posters are so cheesy and kind of ridiculous, but | guess they really get out there

in the world and get into people's brains in some kind of way, so that affected me.
PV: Where did you grow up?

AS: | grew up all over actually, because my father was in the Air Force. | was born in

Arizona and then we lived in California and Kansas and then we ended up on the

East Coast eventually. Maybe the art was the stable element.

PV: What do you mean by stable?

AS: Making art was a stable element. | drew all the time. Also | remember at one
point my room was lined with experimental flour, water and food dye cast forms.

PV: Were your parents supportive of you making activities?
AS: Yes, they were. | was the only child. | guess they wanted to keep me busy,
any which way they could. So they were supportive, and then later on in my life,
| took art in high school.

PV: You went to RISD (Rhode Island School of Design).

AS: | did, but before that | went to University of Golorado and was going to be
a geologist, so | was completely confused.

PV: What was interesting for you in geology? Stones?

AS: | didn't actually have a particular love of stones, but mountains. And ice also,



| was very interested in ice and glaciers. Which have since become a huge topic,
but at that time, nobody was particularly concerned about glaciers, but | just have
a love of snow.

PV: Were you interested in glaciers because it can crystallize time and layers of time?

AS: | didn't know that much at that time, but now yes, absolutely. They're incredibly
fascinating on so many levels and the way they move, the layers.

PV: But at some point you decided enough with science? Let's do something serious!
AS: That's right, let’s do something with some consequence.

PV: And you picked art because art has consequences?
AS: | know it's tempting to think that science is more important than art or politics
is more impaortant than art but then | have to remember that when we look back at
past civilizations, what do we really look at? The art...

PV: Not the ice.
AS: The ice is gone. We think about the politics but we treasure these artistic things
that people have made and poems and writings and there's really nothing more
powerful than art in the end.

PV: So when you went to RISD. What did you study there?
AS: Painting. And when | was at RISD, | did some sculpture, but for some reason
| don't know why it didn't occur to me to study sculpture. I've always been a bit of
a late bloomer, and | think, | was just kind of finding my way and I wanted to do all
different things. And then at grad school, | also wanted to do all different types of
work and | got a lot of resistance at that time.

PV: What kind of resistance?
AS: At that time the academic structure was set up so that you had to make
a choice between painting or sculpture or photography, etc. and | wanted to do all

of these. And | still do a lot of other things besides sculpture...

PV: Tell me about your early painting you were doing when you left RISD or when
you were at RISD. | am not sure | have seen them.

AS: No, thankfully. It was before the digital age! | think they're actually landscape-



oriented, sort of like mountains and | remember some things about wood. They
were just awful. Let's move on.

PV: You say they were awful because you changed but it's actually quite interesting
to look where the artist doesn't want to. | think it's always interesting to ask an artist,
what would be the first work that you would count as being part of your oeuvre?

AS: It's a series of photographs and video that | called Reflective Mimicry.

It was in '96. | made a suit of mirrors, these little circular mirrors and did a kind of
performance in nature. Actually at first it was me, and then | got somebody else
because | wanted to take the photos. So the person just ends up kind of dissolving
into the landscape and the video is similar. It was an idea of boundary and
dissolving of boundary. What is space and what is solid? Because it was difficult
to discern what was the hole in the photograph and what was the solid. It looked
like things were just permeable.

PV: There's a character, you or the other person wearing the suit and becoming
totally invisible, correct?

AS: Semi-invisible. | mean at the time it also had to do with psychological idea of
mirroring. That people's personalities are created when they mirror their mother or
something like that. You know, you mirror the reactions of the people around you
when you're a baby. So as you're learning how to kind of communicate, you mirror
what they do. Then | thought, well what happens if you turn that around and you
become just the mirror? So that's where it started but then it became something
totally different about space which actually became much more interesting to me.

PV: Do you like the work of Yves Klein?
AS: Somewhat.

PV: | am asking because when I'm listening to you talking about this suit that makes
you disappear, almost to signify that we are actually porous, that we are made of
atoms always in motion and that space is perceived through this motion - the body
as the phenomenological apparatus to experience the world. | always thought that
Klein's Anthropometries were more about the molecular structure of the body than
about performances.

AS: Well for me that's a primary concern in my work and one of the main reasons
| decided to become... or | haven't really decided to become... a sculptor, | mean

it just happened.

PV: But your work goes beyond sculpture.



AS: There's almost no word for what | do exactly. Painting is certainly painting
because it's going to be on a canvas. But because | decide to work, let's say not
as a painter, | think space becomes more of a concern. Because it's about the way
people are going to move around it and then the way people are going to
experience that just became really interesting to me. What is the space we live in
and how is it defined we perceive it in this one way like you're saying, but it really is
so much different. If we were different, we would be perceiving it totally differently.

PV: Did you encounter the work of Robert Irwin or artists like Craig Kauffman,

John McCracken, and their early experimentation with light and space? And did
they exercise an influence on you?

AS: What's crazy is that, I've of course, encountered it in the past 20 years. But
when | was in school | didn't know about any of that work because | didn't get the
most thorough art historical education, unfortunately. But | think probably what
happened is that, | came at things from a similar perspective. Having lived out West



and having spent a lot of time in nature, looking at light. You know, light becomes
a big concern and something |I'm interested in. | know that experience of light was
incredibly important to Robert Irwin also. | sort of came at these concepts almost
environmentally. But then when | became aware of that work, it was great to see it
and realize that there's a whole background to what I'm doing.

PV: A history.

AS: There was also a whole thing during that period of time in which beauty was

Mirror Fence, 2003
acrylic, wood,

aluminum, hardware

1656 = 36 X 4 inches /
4206 % 91x 10 cm
installation view at

Storm King Arts Center, 2011
photo: Jerry L. Thompson

considered to be a really bad word and still is in some ways. Beauty is a really
difficult word.

PV: What is it, where do we start with beauty? | just want to go back to one thing
that strikes me or so about your work: it seems extremely vulnerable physically.
It is very modest and simple, in terms of material, but you reach incredible visual
effects through them.



AS: | like the idea of working with something very simple and making it into
something way more than what it is, to make it mind bending if possible.

PV: What do you call mind bending?

AS: Like something that you look at and you don't really know what you're looking at.
| think that I'm happy when | make something that is a little mysterious like that.
Like you try to figure it out in different lights and different times, and it looks
different. And sometimes maybe you can't even perceive, you know, if something is
close to you or far away or what it's made out of.

PV: | saw the exhibition at the Nasher. That's exactly the feeling | had. | didn't know
where to start. | couldn't figure it out, and it was frustrating, but a good sign. | mean
a bad sign for me, a good sign for you. What was the title of the piece?

AS: Wave Equation.

PV: Yes, so | couldn't figure out the Mbbius strip shape, where it starts, where it
ends. But | was totally entangled in the work. Which led me to something you said
in one interview about an idea that many artists struggle with but do not phrase as
directly as you did. You said, I'm going to misquote you, "that you would like your
work to be available right away”. | think it is actually quite a brave statement.

AS: Right, it's a tricky thing. | struggle over this a lot actually, because | think on the one
hand I want my work to be accessible right away. But then hopefully, there's a lot more
there, that an art person or people who are willing to take more time, can get out of the
work. | really hope that it has lots of levels. But that whole idea of being accessible right
away, it is difficult along with the beauty thing, because that's really what you're not
supposed to do. But | did agree with the notion that you have to have an inaccessible
obtuse work that only the people who really know art, understand, but still, periodically
I think, oh my God, I'm doing everything really wrong and |'ve screwed up.

PV: Are you a populist?
AS: Maybe | am a populist in the way that | think people should enjoy art. Or not
that they should enjoy it, but the reason | make art is because | think it's important.
So why not have it be important for more people? But again, | don't want my work

to stop at that level. That to me would be a failure and that would be really bad.
So hopefully my work goes beyond that and reaches other points for other people.

PV: Is the notion of distorted perception important to you?

AS: It's not so direct a metaphor, but | think in terms of the fact that perception is
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made up of so many views and like we'll never fully have a full grasp of anything
really. | think to some degree the digital world plays a big part in my work.

But | haven't fully defined it. When | was in graduate school, that's when digital
technology was just taking off. And | remember seeing a photograph as pixels.

It was a really big thing. And still think is a really interesting idea. So | think that
idea of these little pieces making up the whole is really important but then again,
somebody once said that my work reminded them of a mosaic. | thought that was
interesting as mosaics are an early digital art | guess.

PV: It's early pixilation.
AS: So | think, all those points of view, that idea of little bits, perspectives and
notion of disorientation, disorientation of contemporary life, it sounds so trite
though. But, it's probably some of that.

PV: Have you been to Versailles?
AS: A long time ago. Why?

PV: There's the Galerie des Glaces (Hall of Mirrors), so fantastic. You lose total

measure of space. You lose yourself in this room full of mirror. Actually, when | look
at your work, there is something about that for me, | think about baroque sculpture,

architecture, and music. All these lines, it's a complexity of the line which was also

Sine, 2011

hand-dyed yarn

and pins on wall

115 % 377 % 1.75inches /
292 % 957.5 X 4.5¢cm
Installation view at

Derek Eller Gallery, 2011
phote: Mark Woods

Sine (detal), 2011
photo: Mark Woods
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Double Rotation, 2011

mirror polished stainless steel.

120 % 190 x% 121 inches /

305 x 485 x 308 cm

permanent Installation at

the Carol and Frank Morsani Health Center,
University of South Florida, Tampa

photo: William Lytch



given, suggesting, not only a formal complexity but a complexity of the world.

AS: It's funny because | don't try to make it that way. But, again to relate it back
to the natural world which is in a lot of ways where everything starts for me.
When you're looking at light or nature, in some ideal location, there's a lot there.
| mean It is a sensuous experience and it's something that changes and is
unknowable. | mean all these things are really what | strive for in my work,

so something that has a lot, that has these changing qualities, you're never
quite grasping it.

PV: Tell us what you're doing for the exhibition in Tokyo.

AS: In Tokyo the main piece is called Geometry of Light. That turned to be the title
of the exhibition as well.

PV: It's an existing piece or you're doing something different?

AS: It's kind of like a mutation of an existing piece. So it's an existing piece
that | did at MASS MoCA but then it's going to take on a totally different aspect
in Tokyo. It's going to be a lot bigger and a lot denser and it's all of these lenses
in succession, coming from the window towards the viewer. The Espace is kind
of a glass cube and so it should end up looking, | hope, like a fractured
multiplied view of the city of Tokyo, because you really see all of Tokyo out
those windows. So each lens will reflect a different view of Tokyo. Actually any
time you go to see the show, it'll be different. | have also three standing
sculptures made out of this material: dichroic acrylic. Those will be kind of
more figurative.

PV: Figurative?

AS: | think of them as figurative. They're not really a figure but they're sort of like
the piece up there, that one.

PV: That's a stretch from figuration.
AS: It relates to the human figure.

PV: What do you want people to take with them when they leave your work?
AS: | want people to take with them a kind of expanded view of the world, a more
patient view, an ability to look longer and closer at things and see the change in

things and just be able to sort of notice the light changing somewhere or maybe
even think about their own world in a different way.
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* cut plastic Fresnel lens sheets, silvered glass beads, stainless steel wire

Geome"f)f O'F L'ghfr 20] ] ' 7»;#»»;1‘.@(«;g—ﬁazt‘—x‘x%puzvﬁ—
600 x 359 X 157 inches / 1523 X 912 X 400 cm

work with support of Espace Louis Vuitton Tokyo

photo: Jérémie Souteyrat

@ Louis Vuitton

[Geometry of Light] (. 4 AN EERARDTYAMER. T A3 bl EhAR I L ES 3 O ML THIEREBRC,
CDIFVEL DA EGBERDZ ML THHNET .
EILROWBEEFOZEAECDVTOERTY .
KR FELT ELTRIBCEBEL THEELET.
FABREALOEFEORT. HEEERASVEELTERMLTOET . 6L SR IEEY BRI ER AN TESLELAS,
AEORICHEIRDZDTLLID?
EAMEADSIESII AN TLARBEDLICRAZDTLLEIN?
HIZOI-FITR-TRBEEO TEAShAL TR EEREL AL RA R - HEELTWA LMY T,
bOEEERIE b0 RIHTINME B HNBE(C LTI 2= PS5 TS, [Geometry of Light ] 1.
FEEBRIOVTOEREEASTLLY.
HIARNDZERTHITANZ WA Jrb-HREPNECHROARE. RIE T3/ 15— ELTERSh, BMLHSWETH,
FOBTIR L AVEDVEDLN) WICEELTRATT. TNAREERAL RAAFEREORBTE{IETEELET.
[Geometry of Light] i3, S8 ¥ 3 285RI0° 80 F 2 L I AP ICLoTEI(E-ARMEREET,
ZhiE L RERC, KV AEOEVPEREEOEVCI-TER T8 LT M4 bBEDR. BUEHE K&,
{ERERTT Ty 2 Il F AL 2L T,
[Geometry of Light] I3, &2y Y DEDMAO X RISEILFEREREIC. RAAEAHAE O RERERLETTLL .
FIRREE . SROBEN B, RASAFHEAZDIHACRIBEEEAHLTVET,
FROFEFHIDERBFIC. FCICEB{OFRAEERTLEENTVET,
DEDVEDDLLZUFTHYPEN DT, £2TRESW, RAADBIR. (FREFEFABKROHZHNDELTHEDTY .,

GEOMETRY OF LIGHT is the title of this exhibition composed of four sculptures,
a unique wallpaper and an animation, but is the main installation of this exhibition as well.
It is primarily about the structure and dual nature of light. Light exists as both a particle and a wave simultaneously.
We experience light as a sort of all over, almost invisible element, but what if we were able to see it stopped in time?
What would it look like? How would it look coming towards us from long distances?
The lenses strung at intervals along a glass cord seem to stop light, focusing and amplifying it.
Because our experience of space is filtered through our perception of light and our own movement,
Geometry of Light also becomes about space and perception.
Views of Tokyo,
surrounding the glass cube of Espace Louis Vuitton Tokyo will be focused into the lenses in a repeated pattern,
but changing slightly from lens to lens.
The perspective and focus will also change each time a viewer moves in relationship to the sculpture.
Geometry of Light will have a very different appearance whether one sees it in the morning, afternoon or evening.
Different types of light and varying weather will change the piece dramatically
because light will refract through the lenses at different angles and at different color temperatures.
Finally, Geometry of Light like many of Shotz's large scale sculptures,
creates an atmosphere of immersion in the art experience itself.
There is a repetition and quantity of forms that create an environment large enough to move around in.
However, though there is mass repetition, there are also many random elements.
Every piece is unique. Each lens is hand cut,
so the sculpture as a whole has a subtle human quality that is perceived by the viewer.
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Transitional Object (figure #1), 2010 OOl
63 % 45 ¥ 31 inches / 160 % 114 X 78 cm

work with support of Espace Louis Vuitton Tokyo

photo: Jérémie Souteyrat

© Louis Vuitton

ZOERER R EO— L JELBEROFRICAET LI TIFATICE I HOTT,
fEREEDELL THHN EHFS, R, AICELSSTHELDTY,
3DOEABRERO—1 AT T F e B T HEERICEEPATVET,
FEAHREL T TR A IFEY 3D =D a2 O RO— T ELTER SN TVET,
[Transitional Object] . ERZMA TV SFEH OMEICSI->THROMMEFDHELILBERTT,
fERBHEOHEEEHEN S BAEL AL kO oEEBL TALETY,
Ra AV fEROBNEFI DN T EREFEFETEL VAL RAZNTT,

The title refers to the idea that the piece exists somewhere between drawing and sculpture;
it is both and neither.
It starts as a virtual drawing of a three-dimensional object that is then translated directly into a sculptural form,
so it becomes a literal 3D version of the virtual drawing instead of a solid shape.
Because of the nature of the material it's made out of,
Transitional Object seems to dematerialize in and out of perception.
It subverts its own physicality through intermittent transparency and the play of light and color on its structure.
The sculpture seems to be in transition in space as one moves around it.
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Transitional Object (figure #2), 2011

laser cut dichroic acrylic
ZEEPIIN (L= =Hyt)

63 x 45 X 34 |nches / 160 X 114 X BE cm

work with support of Espace Louls Vuitton Tokyo
photo: Jérémie Souteyrat

& Louis Vuitton

study for Transitional Objfect (figure), 2011
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. - . dichroic acrylic and aluminum
Diffraction Spiral, 2010 “eePIUN. AL =L
B85 % 12 X 12 inches /216 ¥ 31 X 31 cm

courtesy of the Artist

photo: Jérémie Souteyrat

% Louis Vuitton

ZO{ESRIL. ElEE U I=2a s A RENTEROER IOV TERLA-RANE - Db O — AT,

RAR. YT BROELE . BRROWEREIAICFETS.
[eholy AL 7= El4E | EX—RELABEREE I - TUET,
FOWRIL. 2EEER TS/ —VOHE O,
FLUEE-ADKESORRER T HEIC - TEAHEN,
FO7HNLIE EOREEDERILET,
fEROFTENF KEEFTL. RAAEICL-TIE,
EL3aHEEAHT 0 B3 ALEEO),

HaEBRMECBENET L IILDSEREEBRTAIEN TEET,

This sculpture is part of a long-term series in which the artist
explored the use of a repeating form in rotation and variation.
The sculpture has a mathematical structure based on the idea of rotation around a central point,
which is a phenomenon that occurs throughout nature: in the shape of galaxies,
sunflowers, shells, etc.
The overall shape is created by the physical rotation of the parts that make up the whole in combination with the
stepped increments in size of each piece, but its form is also reminiscent of a section of a wave seen in profile.
The surface of the sculpture diffracts light,
creating a perception of color, depending on the viewers' angle in relationship to it.
This changeability encourages the viewer to walk around the work and
experience it from all angles and at different hours of the day.



TR LT LE R RO

4



32

solvent inkjet print on 3M™ Controltac™ Graphic Film

COO]ESCE"", 2011 :‘miﬂr'fwmjr :'pu>h ™ :J'An—»a-,avshw;u.
315 % 252 inches / 800 X 641 cm

work with support of Espace Louis Vuition Tokyo

photo: Jérémie Souteyrat

® Louls Vuitton

SayYit. BEPEEERELTRVT.OYE1—4— L eEIMEE O HLET,
DA A—FE A EMEDE R (coalescing) ImE2h2H DT B B —H{LL.
KEGBEEROLIGHI ERHENET,
BHFECAI- LT RBIC( D E B ROB MR RO STE2 I KE, TR 7O MM ES T OERAHELTVET,
HEEAA-—JOBEICRAEELELBTET,
RoAN, BERSLMELRT ISRV ShEVRHEbICELET,
AA=TOAT—ILHBEEMICE LS ET,
Lo T RAAR BAPRLLTAEVHOOERER TVADP,
NEVHEODERERTVEDY,
HEIVTRECHIBONDERERTLEOD,
EROHONERERTWIOL. A5EVEEECICREANIDTY,

Shotz uses digital means to create imaginary structures in the computer using her own
photographs and sculpture as the source material.
This image is about the coalescing of matter of various types.
Organic matter and inorganic matter converge to make up this large skull-like shape.
Flowers bloom out of netlike geometric forms that wrap in and out like a cocoon unraveling.
There is simultaneously a macroscopic and microscopic viewpoint.
Shotz tries to create a confusion of perspective and
density of imagery that compels the viewer to look closely and repeatedly.
The scale of the imagery is also intentionally varied;
hence the viewer is left not knowing whether he/she is looking at a photograph of something large or small,
real or imaginary.
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. Alyson Shotz and Todd Akit
F’UIO' SfoE, 2011 ?'J‘J'/-“/;;:’I?F-yF‘;r;Q#EJ%ﬂIF:

FoA-a{E&

animation

2'45*

work with support of Espace Louis Vuitton Tokyo
original data © Alyson Shotz / Todd Akita

FHRG B BOBICR, XERF TV DO TEREN L RNEIABEFMLHENET,
LT LSRN e 2 DM BEN B2 EHET,
ZCASIREITHE T L DOREN EROF[EBRLABEEDIC, EANELLUEET,
COEFWTELVITA—A—2alpb MATEPHEMOBELTE (W T RRENET,
EKBIIEGE. ZOH TN BUREShET,

FIoA—a @ HABLPSYENETC. A—BEPTTEMENET,
ChE MEEEGORHEVITAFAFILEDDAERTT,

Day breaks and we see a vast turbulent ocean made of reflective steel balls.

After some time passes, two island shapes emerge from the sea.
Plumes of silvery lines flow upward from this,

along with a vapor of steel balls and clear water droplets.

From this strange and beautiful formation, life grows in the form of flowers and plants.
The sun sets and the cycle is repeated.
The animation takes place over the span of one complete day-dawn to dusk,
and it's about the idea of matter and life coming into creation.
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Alyson Shotz

Za—3A—7mF Iy 7V EE

BETWE. Z2—-3—9OVOEL R o N1 LEEETO [Contemplating the Void] . #2752 A0RAEHMTO [The
More Things Change] 3£ 1 [New Work] . 73 2k DCOHN—2 2k — 148 & B 2| DEE TO [Currents: Recent Acquisitions) .
Za—3A=TOT i N LEMIETO [The Shapes of Space] EViolIFEACFSEMM ., SREOMBEE, A4
AN AR P AF—EW 2= 2F T Ay T 7= E DT — W F o F RERHER. — 23— 7MY S+AOR - Fr
—Frd I VT A G AT T O P LR R C TR AL,

LT 2010 E ROy 2 - 73 XF K. 2007 E YL -4 LR 70— TeBEINEL LB f2— KR T — - F 03—
2005-2006 F BNy E—EFT KT e P=T A b A LYFLIAERDELL,

B DESNE, =R W, OY I ARER R (LACMA) N —2 ok — SR BRI OE Y752 AR R .
Sa—UPMP LSO R, —2—S— 7 DV N LR R E VSRS HO TP aL S ba it b @R TR T,

Alyson Shotz lives and works in Brooklyn, NY.

She was recently included in the exhibitions Contemplating the Void at the Solomon R. Guggenheim Museum,
New York, The More Things Change and New Work, at the San Francisco Museum of Modern Art, Currents:
Recent Acquisitions, at the Hirshhorn Museum and Sculpture Garden in Washington, DC, and The Shapes of
Space at the Guggenheim Museum in New York. She has had solo exhibitions at the Wexner Center for the
Arts, in Columbus, OH, Aldrich Contemporary Art Museum in Ridgefield, CT, The Tang Teaching Museum in
Saratoga, NY, and The Madison Museum of Contemporary Art in Madison, WI.

Shotz received Pollock Krasner Award in 2010, the 2007 Saint Gaudens Memorial Fellowship, and was the
2005-2006 Happy and Bob Doran Artist in Residence at Yale University Art Gallery.

Her work is included in numerous public collections, such as the Whitney Museum of American Art, the Los
Angeles County Museum of Art, the Hirshhorn Museum and Sculpture Garden, the San Francisco Museum of
Modern Art, the High Museum of Art, Atlanta, GA and the Guggenheim Museum, New York.

photo: William Lytch
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