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Guttersn/}oe, 2012. Stee|, 8x 6 x40

Critics define Cal Lane as a female scu|ptor-we|der, a woman using male-oriented, working-c|ass techno|ogy to make art.
Such an ahistorica| critique, however, over|oo|<s both the history of 20t|1-century we|ded stee| scu|pture (from Gonzé|ez
and Picasso through David Smith and Anthony Caro) and the fact that Lane’s steel works are not welded. Duchampian
critical theorist Michael Rattray convincing|y demonstrates Lane's re|ations|1ip to the readymade but ignores the century-
|ong history of welded steel scu|pture when he describes Lane's (supposed) use of we|ding as a contemporary “non-art

practice." Curator Kay Hartenstein Saatchi also uncritica”y describes Cal Lane's work as “we|ding."
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Guttersn/}oe (detaiD, 2012. Stee|, 8x 6 x40 ft.

Though art writers and curators may have a limited |<n0w|edge of scu|pture techniques compared to scu|pture historians
and scu|ptors themse|ves, itis di”icu|t to see how Lane's work cou|d Ioe considered we|ded—in fact, itis the very
opposite. She uses a cutting process rather than a joining process, so this imprecise use of the term “we|ding" is more
than a minor catachresis. To c|arify, we|ding is thejoining of two parent meta|s on me|ting them whi|e at the same time
adding a similar intermediate metal, a process that produces a homogeneous piece of metal. Lane burns through steel
p|ate with an oxyacety|ene torch and perforates thinner steel sheet with a p|asma cutter. There may be an impressive

disp|ay of sparl(s, Iout these processes are not we|ding.

Modernist scu|pture historian A”oert E|sen, interviewed short|y Ioefore his death, c|aimed that post-Modernism as a sty|e
was |arge|y non-existent, and that the Ioiggest change in scu|pture was simp|y “the presence of women in great and
increasing numbers.” He was fascinated on how “techno|ogica| changes like tools encourage women” but overlooked how
women come to three-dimensional art re|ative|y free of the prejudices that formed scu|pture over the last century.
Women once pursued scu|pture with a vengeance tempered l)y historica”y denied access, and they are now re-exp|oring
various, a|most aloandoned techniques, inc|uding the use of the pedesta|, mold mal(ing, meta| casting, carving, and

we|ding.
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S/IOVQ/, 2004. Stee|, 147 x 21 x 12 cm. each.

Lane draws repetitive shapes on found steel objects, then cuts them out in stencil-like patterns. The positive forms are
removed (and stored). She repeats this process again and again until the steel is riddled with perforations, with just
enough of the origina| structure remaining to retain the form of the readymade. Ina gendered history of |al)or, this
constant|y repeated touch can be understood as characteristic of traditional women's worl(, a|t|10ug|1 taille direct
scu|pture, traditional men'’s worl(, is also repetitive. Lane says, “Labor is most definite|y a part of my work...it is the

repetitive process of cutting that | crave.”

Over the last century, taille o//'rectdeve|oped within an ideo|ogy of reductivism. It was the atavistic sublimation of
Neolithic tool mal(ing. As one proof of this, compare the sharp edge ofa too|, aknife or a chise|, to the extreme surface
of a scu|pture l)y Brancusi. Contrast this with Lane's scu|pted ready-made too|s—s|‘|ove|s and whee”)arrows, their

function emascu|ated l)y her pierced |ace worl(, l)are stee| sl(e|etons of the scu|ptura| past.

David Rabinowitch, a protégé of Donald Judd claimed that he made his floor scu|ptures from slabs of steel because
steel was a neutral materia|, a consequence of its ubiquity in ZOth-century Modernist scu|pture; therefore it was the most
appropriate material to use in the production of abstract art. Rabinowitch understood steel as a sign for abstraction itse”,
unclothed l)y the gross historical poetics of its materia|ity. Lane understands scu|pture di”erenﬂy: clothed in a Hicl(ering
historical shadow, itis a veiled p|ay of contrasts a|ternate|y concealed and revealed. One cannot imagine Lane working
like Rabinowitch with a brand new steel p|ate, fresh with mill scale. She approached steel readymades on an esca|ating
sca|e, beginning with a shovel and whee”)arrow, then moving on to an oil drum, an automobi|e, a sewer pipe, and a

shipping container. The size and form of her works are tied to objective specifications, the industrial history of steel.

560 W 24th St, New York, NY 10011 +1 (646) 416-6300 c24gallery.com



C

GALLERY

2 4

Doilies (2000) consists of circular steel p|ates cut into lace patterns. The dialectic is obvious: industrial versus domestic,
strong versus de|icate, masculine versus feminine, functional versus decorative. Doifies recalls the ornamental tracery of
Gothic and Islamic architecture and its 19t|1-century rebirth in the structural steel and g|ass of Joseph Paxton’s Crysta|

Pa|ace. The |ace doi|y, a crocheted ornamenta| mat, derives from these sources.

Lane's scu|pture translates fretwork into steel. Historica”y, fretwork is an interlaced geometric pattern, a grid or lattice
cut out of wood, meta|, or even soft stone, used to cJecorate furniture and musica| instruments, windows and doors. |n
Hindi, ajaa//'refers to a fretwork wa”, an ornamental pattern of perforations constructed through ca”igraphy and
geometry. The openworl( provides shade and l)reeze, concea|ment and confinement. Just as architecture is c|ot|1ing and
c|ot|1ing aform of architecture, so the jaa//'concea|s as it revea|s, functioning like the l)url(a, the over-garment of Islam.
Roland Barthes claimed that it was “where the garment gapes...which is erotic: the intermittence of skin Hashing between
two articles of c|ot|1ing, between two edges: it is the flash itself which seduces.” For Lane, it is the “metaphor of
|ace...[t|1at] intrigued me l)y its associations of hiding and exposing at the same time, like a veil to cover, or |ingerie to

”
revea|.

In 5 Shovels (2005), the p|asma-cut steel spades have non-functiona|, lace-cut blades. As assisted readymades, they
ack-now|edge Duchampys spade work— /n Advance of a Broken Arm (1915). Each of the five shovels has the
approximate size and shape ofa face, reca”ing vei|s, masl(s, the pierced visors of medieval he|mets, and Gothic arches.
They also resemble cuneiform lace |ingerie, priapica”y inverted, and are the most ol)vious|y erotic of Lane’s works. In
c|ot|1ing, lace often functions as a cultural surrogate for hair, whether worn as a veil (imitating the concea|ing and
revea|ing of the face and neck l)y hair) or |ingerie (imitating the concea|ing and revea|ing of the vulva l)y the patterned

hair of the mons pubis).
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Guttersn/pe, as shown at the Grunt Gai-iery in Vancouver, is a 20-foot section of the originai 40-ioot-|ong scuipture, a
half pipe of corrugated aluminized steel sewer pipe, six feetin diameter, piaced between wall and floor. It is cut aiong its
|engti1 into a narrative of strange creatures setin a |andscape of buiidings and bombs, their shadows projected stencil-like
against the wa”, as if the steel has become a film. These drawings deserve but do not encourage study. The reiativeiy
small repeated images merge into a very neariy haiiucinogenic or (in Freudian terminoiogy) poiymorpi‘nous perverse
suriace, an ironica”y reproduced horror vacuithat is more texture than image. The overall size of the readymade
produces a historical viewing distance from which Lane’s scuipture appears both crysta”ine and vegetai, reca”ing
geometric garden arbors twined with vines. The overall gray and brown coloration recalls both the secureiy ordinary and
the numinous. Just as gray is the color of bare steei, brown is the color of i‘nistory. Lane's brown is the patina of ferrous
metal. While rust is a common enougi‘n finish for Modernist welded steel scuipture, in Lane’s wori<, steel seems a victim of
its own chemistry, rusting rigi‘nt into the stencil pattern, a natural simulacrum of dappied |igi1t, inevitabiy veiled by historical

twiiigi‘nt but opening up, eniarging, encompassing, with potentiai for constant and literal growti‘n.

Reiusing to work under Rodin, Brancusi deciared, “Noti‘ning grows in the shade of |arge trees.” Yet eariy Modernists like
Bran-cusi, Gaudier-Brzesi(a, Duci‘namp-Vi”on, and Boccioni all worked in the shadow of Rodin, often reproducing his
themes (par-tiai and striding iigures, the i(iss, the gate) in order to contradict him. In his turn, Carl Andre cunningiy chose
to work in the shade of Brancusi, ti‘nereby generating seii-iuiii”ing provenance for his work.9 Lane’s Guttersn/pe recalls

Andre’s recent steel piate and shadow scuipture, Rise (2011). Unlike Brancusi, Lane thrives in the shadow of i‘nistory.

Robin Peck is an associate proiessor in the Fine Arts Program at St. Thomas University in Fredericton, New Brunswick

Cal Lane was a recipient of the International Scuipture Center 2001 Outstanding Student Achievement in
Contem porary Scuipture Awards

i\ttps://scuipturemagazine.art/cai—iane—veiieci—i\istories—in—steei/
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