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FOREWORD AND ACKNOWLEDGMENTS

The exhibition Mark Lombardi: Global Networks and the accompanying catalogue
focus on twenty-five remarkable works on paper, the oeuvre on which Lombardi
(1951-2000) was working up until his death, and which represents his most
significant artistic accomplishment. Together, these delicate and beautiful pencil
drawings form an important and timely project for ICl and a gratifying means to
enhance the understanding and appreciation of contemporary art internationally
for a wide public, ICl's mission.

The importance of this project is three-fold. First, this exhibition is the first
retrospective of Lombardi's compelling and influential work and will, through
ICI's tour, be seen by museum visitors across the country, while the catalogue
offers the first in-depth research and critical discussion of Lombardi’s unique
undertaking, enabling the work to travel far beyond the venues where it is shown
and to take its place in an international discourse. Second, this project allows us
to present Lombardi's work in the context of its influential role, both visually and
conceptually, in the current surge of renewed interest in, and critical attention to,
the medium of drawing. And finally, curator Robert Hobbs's essay and the exhibi-
tion affirm the significance of Lombardi's work as “contemporary morality tales.”
Looking at the works, we are drawn into a dense but ethereal web of straight
lines and curves that plot the network of transactions, spheres of influence, and
chief players in true-crime stories on a global scale. He invented a new method
for creating a visual narrative, and his work can help us understand the clandestine
world of corporate and business connections behind the scandals now eroding
public confidence in financial and government institutions, and offers clues for
untangling the complex economic underpinnings of current political developments.

This book and traveling retrospective exhibition have been made possible
with the encouragement, dedication, and generosity of a great many people.
First and foremost, we extend warmest thanks and appreciation to guest curator
Robert Hobbs. Throughout this project, from his initial proposal to ICI to the last,
intense phase of research and writing, he has brought a passionate commitment,
intelligence, perseverance, and good humor to developing his curatorial work
so that together we could bring Mark Lombardi's work to art audiences and a
wider public.

Robert Hobbs joins ICI's Board of Trustees and staff in our thanks to all the
other individuals and institutions that contributed to this project. We express
our appreciation to Frances Richard for her composite portrait of Lombardi by
his friends and colleagues, excerpted from a much longer piece she wrote for
the winter 2001/02 issue of wburg.com.



All of us at ICI wish to thank the sponsors of this exhibition and catalogue,
without whose support this project could not have been realized. We are grateful
to the Judith Rothschild Foundation for their generous grant to the project; and
to the members of the ICI International Associates and the ICleIndependents,
both of whom designated this project for their support in 2003. The publication of
this catalogue is partially underwritten by the Virginia Commonwealth University
School of the Arts with private gifts, and we express special thanks to Dr. Richard
Toscan, Dean, School of the Arts, for his encouragement of this project.

ICl owes a tremendous debt of gratitude to all the lenders who generously
allowed their works to travel throughout the two-year tour and to the many
galleries for their assistance. For their special efforts and support, | would like
to especially acknowledge lenders Amy and Joseph Morel.

On behalf of Robert Hobbs and ICI, | want to express our profound thanks to
the artist’s parents, Shirley and Donald Lombardi, who have helped in numerous
ways to make this project a reality. Their friendship, hospitality, and trust are greatly
appreciated.

We would also like to acknowledge the crucial assistance and support of Joe
Amrhein and Susan Swenson of Pierogi, Brooklyn. Their deep understanding of and
commitment to Lombardi's work has been invaluable throughout the many phases
of producing this exhibition and catalogue, and it has indeed been a pleasure for
all of us to work with them. We also appreciate the ready help offered on many
occasions by their assistant, Ada Chisholm.

We are indebted to several individuals who were well acquainted with the
artist during different phases of his life and have generously shared information
and reminiscences about him. They include Lombardi’s former wife, Day Barlow;
his sister, Lisa LaRue; fellow artist and librarian Andy Feehan; his close personal
friend Kathy Heard; his confidant Greg Stone; former gallerist Deven Golden;
and his mentor, museum director James Harithas.

ICl would like to acknowledge staff members at the first venue in the tour
of the exhibition, the Herbert F. Johnson Museum of Art at Cornell University,
for their exceptional assistance. Our thanks go to Andrea Inselmann, curator;
Matthew Conway, registrar; Jane Terrell, curatorial assistant; and Matthew
Ferrari, photographer.

Robert Hobbs thanks Vittorio Colaizzi, who has been an able and assiduous
research assistant throughout this project, and whose thoroughness and fascination
with the topic were greatly valued. Robert also wishes to express his deep appre-
ciation to Jean Crutchfield, for her steadfast support of his research and thinking
about Lombardi's work through ongoing conversations about its importance, and
for her commitment to the project as a whole.

Sincere appreciation is also due to Bethany Johns for her work on this
catalogue; to Stephen Robert Frankel, the catalogue’s editor; and to indexer Mary
Mortensen. It was a great pleasure to work with all of these superb professionals.



ICl's dedicated, knowledgeable, and enthusiastic staff deserves recognition
for their work on every aspect of this project. Thanks go especially to Carin Kuoni,
director of exhibitions, whose discerning efforts were crucial to the successful
development of this exhibition, tour, and publication, and to staff members Amy
Owen, exhibitions associate, and Carolyn Padwa Temlock, former registrar, who
both provided expert assistance to Carin. Thanks also to Nika Elder, exhibitions
assistant; Judi Caron, special assistant for exhibitions; Hedy Roma, director of
development; Eileen Choi, development associate; Meghann McKale, development
assistant; Sue Scott, executive assistant and press coordinator; Dolf Jablonski,
bookkeeper; and exhibitions intern Daria Joubert.

Finally, | extend my warmest appreciation to ICl’s Board of Trustees for
their continuing support and commitment to all of ICl's activities. They join me
in expressing our gratitude to everyone who has contributed to making this
project possible.

Judith Olch Richards
Executive Director
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Mark Lombardi Global Networks

On September 16, 1985, when the Commerce Department announced
that the United States had become a debtor nation, the American Empire
died. The empire was seventy-one years old and had been in ill health
since 1968. Like most modern empires, ours rested not so much on
military prowess as on economic primacy. . . . in 1914, New York [had]
replaced London as the world’s financial capital. . . . what had been

a debtor nation became a creditor nation.

— Gore Vidal, “Requiem for the American Empire,” 1986

On October 17, 2001, five weeks after the terrorist attacks on the World Trade
Center that tragically demonstrated the permeability of the United States’ borders,
an F.B.I. agent contacted the Whitney Museum of American Art. She wanted
to obtain a reproduction of Mark Lombardi's large drawing BCCI-ICIC & FAB,
1972-91 (4th Version) or, if that were not possible, to see the actual work at the
museum. At about the same time, Lombardi’s gallery, Pierogi, also received a tele-
phone inquiry from a “lead investigator into the September 11 attacks.”' Federal
investigators, as part of their preliminary inquiry into the attacks, wanted to obtain
information pertaining to wealthy Saudi Arabian terrorist Osama bin Laden and his
Al Qaeda network by tracing his many financial connections, including his dealings
with his brother-in-law, Khalid bin Mahfouz, a Saudi banker and former BCCI
director. Since the drawing was then on display as part of the Whitney's permanent
collection show Pollock to Today, and no reproduction of it was available, museum
officials suggested that the agent come look at the work during the hours the
museum was open to the public. Carefully studying the spidery web that Lombardi
had delineated, she undoubtedly tried to decipher the connections linking interna-
tional crime figures, arms dealers, money launderers, corrupt officials, intelligence
agents, as well as drug smugglers who profited from the services of the infamous
Bank of Credit and Commerce International, whose principals stole an estimated
$12 billion from their depositors. Time magazine called BCCl “the largest criminal
enterprise in history."?

If government investigators had merely decided to include select members of
the art world in their investigation into the 9/11 attacks, that fact alone would have
been newsworthy. But when an F.B.I. agent consulted a work of art for clues

pertaining to terrorist financing, she unwittingly made history.

ROBERT HOBBS

1. Dean Yuliano, “The Gallery: An Artist with
a Taste for Scandal,” wall Street Journal,
May 1, 2002, p. D-7. Yuliano spoke to Whitney
Museum personnel as well as to Ada
Chisholm, assistant to Pierogi’s director.

2. Jonathan Beaty and S. C. Gwynne, “Too
Many Questions,” Time, November 11, 1991,
p. 43.



Fig. 1. Benjamin West, The Death
of General Wolfe, 1770

HISTORY PAINTING AND CORPORATE CRIME

History painting in the eighteenth and nineteenth centuries was the pinnacle of
achievement for academically trained European and American artists well versed
in the classics, but its accepted purview was the distant past rather than current
events. However, a few particularly adventurous painters, such as Benjamin West,
made brief forays in this area (see fig. 1). Known in France as grands machines,
these frequently enormous pageants, representing a.wealth of accumulated learn-
ing, safeguarded tradition at the same time that they upheld decorous and enlight-
ened views of commonly accepted heroic events. Even though West prided
himself on the veracity of the accouterments he incorporated into his battle scene
and secular pieta, he, like his fellow academicians, aimed to make definitive
pictures capable of inspiring awe and respect. Such artists intended to eradicate
debate rather than encourage it.

One might say that, beginning in the 1960s, some Conceptual artists picked
up where the history painters left off. Wanting art to represent important historical
and political acts, German-expatriate artist Hans Haacke assumed the role of in-
vestigative reporter in 1971 when he created his Shapolsky et al. Manhattan Real
Estate Holdings, a Real-Time System, as of May 1, 1971 (fig. 2). The work consists
of 142 photographs of New York apartment buildings, two maps of New York's
Lower East Side and Harlem (with properties marked), and six charts outlining
the business relationships from 1951 to 1971 of this real-estate group of slum
landlords who were renowned for their graft and, in general, shady dealings.

Two years later, New York artist Gordon Matta-Clark assembled Reality Position—
Fake Estates: Block 3398, Lot 116, 1973, consisting of a photocollage, certificate,
and map all pertaining to one of fifteen micro-parcels of land in Queens that

Matta-Clark purchased at auction, unusable, irregularly shaped slivers of land that



were considered inappropriate for development. Matta-Clark said, “VWhat | basically
wanted to do was to designate spaces that wouldn't be seen and certainly not
occupied. Buying them was my own take on the strangeness of existing property
demarcation lines. Property is so all-pervasive. Everyone's notion of ownership is
determined by the use factor.”® While Haacke and Matta-Clark both viewed art

as a logical repository for substantiated data, neither one considered his art as an
extension of history painting. Instead of focusing on august historic personages or
literary models, these two artists hunted down representative examples of current
real-estate deals. The works they created were far more concerned with ongoing
practices than with unique situations, and their concept of history was more related
to studies of popular culture than traditional history, with its emphasis on great
individuals who rise above the din of the common crowd.

Although Mark Lombardi (1951-2000) held the conceptually based art of
Haacke and Matta-Clark in high esteem, his mature work—a series of drawings
begun in 1994 and continuing until his death, which he called Narrative Structures—
is both more conservative and more advanced than theirs, since he intended to
update history painting in terms of theories of globalism and rhizomic schematiza-
tions of power. In these works, he replaces the taproot theory crucial to history
painting—that great individuals are the initiators of important events—with a

new model based on less centralized, more serendipitous channels of power.

Fig. 2. Hans Haacke, Harry
Shapolsky et al. Manhattan Real
Estate Holdings, a Real-Time
Social System, as of May 1, 1971,
1971 (detail)

3. Liza Bear, “Gordon Matta-Clark: Interview
with Liza Bear,” Avalanche (December 1974),

p. 34.

13
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4. Mark Lombardi, “Self-Interview,” unpub-
lished notes, ca. 1995, in the Mark Lombardi
archives at Pierogi, Brooklyn, New York.

5. Shaila Dewan, “Making Connections: Mark
Lombardi finds art in the ties that bind,”
Houston Press, December 12-18, 1996,

p. 48, acknowledges, “I began to feel put off.
Because of the way in which the huge amount
of data is presented, it’s ultimately impene-
trable to all but the most knowledgeable. The
drawings represent only the bare bones of an
intricate narrative, indicating ‘some type of
influence or control’ but not what type of
influence or control.”

He presents this new type of power as arising from ongoing and seemingly fortu-
itous constellations of often high-profile individuals, some of whom are perpetrators
of crimes while others are simply contacts who may or may not be guilty of wrong-
doing. Lombardi's works reveal this global community as consisting of small
enclaves of individuals that circulate either knowingly or unknowingly around some
of the most corrupt supranational financial transactions of the twentieth century.

Lombardi accepted many of the basic rules governing history painting, but his
own work was diametrically opposed to the closure to which such grand peintres
as West aspired. In a self-interview dealing with his long-term interest in history,
he wrote:

Reading history has always been one of my main pursuits. History as
navigation, reportage, journalism. | also see this work as an offshoot of
a lineage that goes back first to history painting. It has all the sweep and
expanse, the drama and monumentality one might ordinarily associate
with battle paintings or depictions of other significant historical events.
But it goes back much further than that. The first story tellers no doubt
augmented their tales with diagrams and pictographs drawn in the sand.*

Although Lombardi envisioned his drawings as corollaries of the vast screen
of history painting, they diverge from the genre in significant ways. In these works,
he reduced history painting’s figurative element to written names, its interactions
to connections that are not entirely clear, its exemplary acts to suspect ones, and
its overwhelming reliance on painting to the act of drawing. Forgoing the absolute-
ness created by painting such illustrious subjects on canvas, his drawings are
deliberately more open-ended than these traditional works, although they assume
their own form of grandeur. Taking full advantage of the long-accepted theory that
drawings represent an artist’s initial thoughts about a subject, Lombardi’s works
pose tentative yet compelling portraits of twentieth-century corruption. Implicit in
these drawings is the concept of extension, so that ideas are literally drawn out in
space by the artist who recommends them as one of a number of possible ways
to configure a given topic.

He therefore viewed his work as both more contemporary and ancient than
this essentially Euro-American genre, since its ultimate source is early storytellers’
reliance on drawing to communicate their narratives. His analogy helps us to
understand the abbreviated and at times oblique views of history represented by
his graphs, which often confounded his critics.® Instead of enumerating tightly
woven conspiracies, he opted for a structuralist paradigm: dramatizing information
in terms of sets of imbricated networks so that individual players would be
defined by the overall governing structures in which their names appear. Then
he made this clear-cut rationality deliberately ambiguous by overlapping these

structures so that networks impinge on each other. Rather than looking for distinct



origins, his view of beginnings is consistent with Michel Foucault's theory of
genealogy as a series of accidents, oppositions, fragments, and dispersals rather
than unified beginnings,® and with Gilles Deleuze and Félix Guattari's concept of
rhizomes as models for human interactions. In their book A Thousand Plateaus
(vol. 2 of Capitalism and Schizophrenia), these two authors characterize the way
rhizomes develop in terms of relays moving at different velocities and in many
directions—similar to the way crabgrass branches out—obviating any traditional
notions of boundaries that might isolate these networks as integral systems.”
According to Deleuze and Guattari, rhizomic flows demonstrate that “there is no
universal capitalism, there is no capitalism in itself; capitalism is at the crossroads
of all kinds of formations; it is neocapitalism by nature.”® Their view of capitalism
proved crucial for Lombardi's Narrative Structures.

LOMBARDI’S FORMATIVE YEARS

A native of the upstate New York town of Manlius, just outside Syracuse, Lombardi
was introduced to the topic that became the ultimate subject of his art while still
an undergraduate majoring in art history at Syracuse University, where he received
a B.A. in 1974. In addition to studying art history, he had the great fortune to work
with James Harithas, the adventurous director of the Everson Museum in Syracuse,
and to serve as chief researcher for a timely exhibition in 1973, Teapot Dome to
Watergate, a multimedia presentation of slides, videos, and images pertaining to
infamous governmental scandals. Catalyzed by the Watergate hearings being held
at the time, the team that organized the exhibition featured live television cover-
age of the Senate investigation under the chairmanship of Senator Sam Ervin as
an integral part of it. Because Lombardi proved to be such a gifted researcher,

he played an important role on the museum exhibition’s team and was hired by
Harithas two years later as one of his curators at the Contemporary Arts Museum
(CAM) in Houston, shortly after Harithas was appointed director of that institution.®
During his approximately two years at CAM in 1975-76, Lombardi curated several
exhibitions, including Photograph: Shot in Texas, Ira Schneider Video, and Juan
Downey: Video TransAmerica. The first of these was a comprehensive survey of
photography across the state, while the other two focused on noted video artists.
The emphasis on video art may have been Harithas's choice, since he had put
together one of the first important video collections in a U.S. museum during his
time at the Everson and, while there, had hired David Ross as one of the country's
first video curators.

From about 1977 to about 1981, Lombardi worked as a general reference
librarian in the Fine Arts Department of the main branch of the Houston Public
Library, where he became known for starting an archive on local and regional artists.
This introduction to archives as a way to frame the very conditions of knowledge
and thus participate in its formation—a timely Foucaultian concept—Ilater proved
essential to the development of Lombardi's art, which can be construed as sets

6. The Foucault Reader, ed. Paul Rabinow
(New York: Pantheon Books, Random House,
1984), pp. 79-82.

7. Gilles Deleuze and Félix Guattari,

A Thousand Plateaus, Vol. 2 of
Capitalism and Schizophrenia, trans.
Brian Massumi (Minneapolis: University of
Minnesota Press, 1987), pp. 10-11.

8.1Ibid., p. 20.

9. James Harithas, telephone interview with
the author, February, 28, 2003.



10. Andy Feehan, telephone interview with
the author, February 25, 2003.

11. Harithas, telephone interview, February,
28, 2003.

12. Feehan, telephone interview, February 25,
2003.

13. Mark Lombardi, “Proposal for Over

the Line,” unpublished exhibition proposal
(Brooklyn: Pierogi, 2000). The exhibition
Over the Line was held at Lawndale Art and
Performance Center; it opened on November
23, 1996. A version of this show with a differ-
ent Lombardi text in the exhibition catalogue
was Crossing the Line: Drawings
1994-98, which was held at the Museum

of Contemporary Art, Washington, D.C.;

it opened on February 20, 1998.

of visual archives. For Lombardi, part of the attraction of working there was the
freedom it permitted him to pursue his own research and to read while on the
job." He found several different kinds of employment after that, including a stint
as a framer and art handler for Meredith Long Gallery, one of the most prominent
in Houston.

Lombardi met Day Barlow in the late 1970s and married her in 1980. They
agreed that she would continue with her job at Time Warner, and he would be
free to pursue his interests in writing and curating. A few years after they wed,
he opened Square One, an art gallery devoted to regional art, on Old Market
Square in downtown Houston, and helped curate an exhibition on book art for the
nonprofit arts organization Diverse Works (see cat. no. 1, p. 119). Although the
gallery only remained open for about a year, it solidified Lombardi’s interest in being
an artist. In fact, he held a show of his own works there."" He pursued his interest
in research by working on manuscripts for two books—one on panoramas and the
other on the drug wars—and made art intermittently while working occasionally

as an art handler.

LOMBARDI’S ARCHIVES

Lombardi’s fascination with archives continued, and he began compiling a formid-
able reservoir of information during the early 1990s, and continued to do so until
his death. It took the form of thousands of three-by-five-inch index cards covered
with handwritten notations about various financial scandals, their perpetrators,

and the people associated with them (see fig. 16, p. 49). These criminal activities
exerted an enormous fascination for him as ongoing conspiracies, and he initially
wanted to write articles and books about them. According to his friends, Lombardi
experienced periods of incredibly intense energy when he would be consumed
with a particular project. He soon found himself overwhelmed with the information
he had collected.”? To make this initial archive of handwritten notations clearer,

he developed the idea in late 1993 of selecting discrete portions of his data and
assembling them into related groups on pieces of drawing paper, in order to chart
the interrelationships among specific individuals through rudimentary schematic
drawings, which then became a second-level archive. At first he thought of them
as study aids to his writings, but he realized in early 1994 that they constituted
the synthesis of his research and his art that he had hoped to achieve:

| originally intended to use the sketches solely as a guide to my writing and
research but soon decided that this method of combining text and image
in a single field (called a drawing, diagram or flow chart, whichever you
prefer) really worked for me in other ways as well. It provided a new focus
to my work; tended to support the same goals as the writing—to convey
socially—and politically use [sic] information; and confirmed 100% to my
aesthetic inclinations—minimal, understated and somewhat iconoclastic.'



Foucault's classic statement on the creative role that archives assume in
the creation of knowledge can help us understand the paramount importance
of this second and predominantly visual archive for Lombardi:

The archive . . . determines that all these things said do not accumulate
endlessly in an amorphous mass, nor are they inscribed in an unbroken
linearity, nor do they disappear at the mercy of chance external acci-
dents; but they are grouped together in distinct figures, composed
together in accordance with multiple relations, maintained or blurred

in accordance with specific regularities.

Helping to clarify both interactions and ongoing dynamics that were hard
to visualize in other ways, the drawings became independent entities. Different
versions of the same scandal constituted different archives for Lombardi. Although
the ostensible subject of these works appears to be the unveiling of conspiracies—
and certainly the criminal component of the work continued to be an important
factor for this politically motivated artist—his work began to transform his major
goals from those of a sleuth to those of an architect of knowledge. In the process
of developing this art, he became fully aware that information never constitutes
an enumeration of mere facts, because the act of cataloguing is itself a means
of redirecting, constraining, and reshaping such data. It is this flow of information,
particularly its changing dynamics as revealed through different compositional
strategies, that shows how relative mere facts are and how important comparison
with supervening constellations can be.

Before discbvering his major subject to be visually archiving information,
Lombardi was initially alarmed by the spectacular nature of the crimes that he
uncovered, but then decided that since all of the material had been taken from the
public domain, it could be used without fear of reprisal. Still, he experienced a nag-
ging sense of concern for his own safety whenever he thought about the husband
of one of his classmates from Syracuse, Karen Wallbridge, who had also moved to
Houston." This man had become mixed up in one of the scandals Lombardi was
investigating and had mysteriously and tragically disappeared; only his jawbone
was discovered. After making art for a while, Lombardi became less concerned
with the egregious nature of his subject matter and more intrigued with ways
of couching it. In the end, he decided—as he would laughingly tell his Houston
friend Andy Feehan—that you could tell people the truth and few would really
care. So he really did not think he should be concerned about his personal safety.’®

LOMBARDI IN NEW YORK

Lombardi moved to New York City in the spring of 1997. Several factors contributed
to this relocation. First, he and his wife had separated, and their divorce was
finalized in October 1996. Second, his work was the subject of a solo exhibition at
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Lawndale Art and Performance Center in Houston. The invitation to exhibit at
Lawndale was part of a prize awarded to Lombardi by this institution on the
recommendation of juror Paul Schimmel, a former fellow curator at CAM and
subsequently chief curator at Los Angeles’s Museum of Contemporary Art, who
recalled that Lombardi had not wanted to take advantage of their past association
and decided to have his submission presented anonymously.'” Third, Lombardi
was invited to participate in Selections: Winter 1997, a group show at New York's
Drawing Center, where in January 1997 he witnessed people queue up to study
his work—a heady experience for any artist, and certainly a consideration for
someone planning to move to New York. And finally, in Houston he had befriended
New York artist Fred Tomaselli, who persuaded him to move to Williamsburg,
Brooklyn, and later introduced him to Joe Amrhein, director of Pierogi 2000, located
in that neighborhood. Soon after moving to New York, Lombardi had a business
card printed with his name and the words “Death-defying acts of Art and Conspir-
acy” directly beneath it. He regarded the card as “a serious joke,” according to
Amrhein, and used it as an icebreaker when meeting new people.'®

During his three years in New York City, which were the last three years of
his life, Lombardi participated in two solo New York gallery shows: Silent Partners,
which opened at Pierogi 2000 on November 20, 1998; and Vicious Circles (named
after Jonathan Kwitny's book Vicious Circles: The Mafia in the Marketplace), which
opened at the Deven Golden Gallery in Manhattan on October 14, 1999.%

The final public showing of his work was in the exhibition Greater New York:
New Art in New York Now, which opened at P.S. 1 on February 27, 2000, and was
the first collaboration between P.S. 1 Contemporary Art Center and the Museum
of Modern Art. Included in this show was his large drawing BCCI-ICIC & FAB,
1972-91 (4th Version), 1996-2000 (the work that was examined by an F.B.I.
agent a year and a half later at the Whitney), together with related sketches and
thousands of his notecards, constituting a remarkable series of verbal and visual
archives as an installation. Ten days before the opening, the sprinkler system in
Lombardi's studio had damaged the third version of this drawing—the one that
was supposed to be in the exhibition—and he was forced to re-create it. Since it
was one of the most elaborate works in his entire series of Narrative Structures,
he went without sleep for four days to finish it in time for the opening and, in the
process, chose to refine and elaborate on it.

Despite his critical success in the P.S. 1/MoMA show, Lombardi seemed to
be deeply affected by the stress of several events around that time: in addition to
the studio damage and his round-the-clock labors before the opening, he suffered
the breakup of an intimate relationship and the total destruction of his car, which
had been sideswiped by a taxi in Manhattan. Less than a month after the opening
of the P. S. 1 show, he was found dead in his studio.?



THE GENESIS OF THE Narrative Structures

Soon after his move to New York, Lombardi had developed a reputation for being
an artists’ artist—that is, an artist known and respected among his peers before
the public became familiar with his work. In its ability to provide a radically new
form of art consonant with the aspirations and limitations of his times, Lombardi’s
mature work, which spans the years 1994-2000, can be compared to Robert
Smithson’s and Matta-Clark’s art of the 1960s and 1970s, which is similarly

represented by only a few years of very intense and significant activity. Lombardi's
delicate graphite drawings elaborately detail the myriad interconnections of financial

corruption that extend beyond national boundaries and form the basis of a new
supranational political force, thus frustrating any nation’s aspirations for world
hegemony, even the United States’. Often assuming grand proportions, his draw-
ings are particularly timely now, since he usually created visual narratives that
expose the worldwide interconnections among corporations, political structures,
and ad hoc hierarchies that continue to be serious problems today. They delineate
the free flow of money characteristic of a post-imperial world when multinational
or consumer capitalism supplanted the monopoly stage, which in turn replaced an
initial market form of capitalism.?' To convey this, Lombardi created subtle traceries
of information pertaining to global financial deals and offshore banking that often
resemble spider webs or portions of them.

Although banking per se was not a subject of immediate interest to Lombardi,

he recognized in the early 1990s that it could reveal a society’s dysfunction when
he read in the Houston Post the results of Pete Brewton's thorough investigation
of foreclosed savings and loan associations, which are also referred to as S&Ls or
thrifts.?? Apropds of Brewton's research, Lombardi noted, “Bank failures provide a
rare and invaluable opportunity to examine how business is all too frequently con-
ducted, behind closed doors, by people with power or access to political elites.”?3

On another occasion he wrote:

There is a sociological aspect to the work. | am interested in the structure,
mechanisms, uses and abuses of power in the global political economy.

Banks are an excellent place to study this phenomenon. They occupy a
unique niche in the business world because they are regulated to a greater
degree than any other type of private commercial enterprise. We know
more about what goes on inside Citibank than we do about, say, Dow
Chemical or Philip Morris.

In addition to that, banks, whether in Hong Kong or Geneva or Cincinnati,
provide a unique forum for the interplay of financial, corporate and political
forces within the society at large. The basic social and economic priorities
of life are debated and established here, in the financial sector; policy is
then molded and sustained by financial means—Iloans, credits and so on.
Government is only a tool for executing corporate policy.24
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As this statement suggests, Lombardi used art as a means to visualize the
patterns of new global networks that, prior to his analyses of corrupt financial
institutions, had been only summarily delineated. Reviewing Lombardi's work in
1998, New York Times critic Roberta Smith described him as “an investigative
reporter after the fact” and said that his drawings exhibit “tremendous visual
verve, delicately tracing the convoluted unfoldings of contemporary morality
tales.”? In effect, he has created a new type of history painting that maps late
twentieth-century corruption in abstract terms particularly germane to it.

Although Lombardi's work might at times seem unnecessarily elliptical and
abstruse to the uninitiated, and even impregnable at times to those fully indoctri-
nated in the history of a given financial scandal, his drawings had the great appeal
of being practically the first art to visualize the new global order that has seemed
to be one of the key sources of power in the late twentieth century and thereafter.
They also demonstrated that even though nationalism was being superseded by
globalism, this new set of ad hoc international alliances was actually made up of
a small community of players. Although many of these individuals were leaders
of rogue nations, known government officials, intelligence specialists, members of
organized crime, or infamous white-collar criminals, viewers have often experienced
a strange sense of comfort in finding out that this motley group comprised a rela-
tively small confederation. With the notion that the activities of global alliances
might be analogous to the intrigues of local scoundrels, the world appeared once
again to assume a recognizable form. Such an inference was in fact illusory, since
the effects of globalism had become terrifyingly unmanageable, and the ultimate
ramifications of this new, pervasive reign of money—beyond the control of any

nation's government or laws—were still only dimly perceived.

PANORAMA: THE ATLAS OF ROMANTIC ART
Although he did not undertake a study of history painting per se, Lombardi did
make a concerted effort in the 1980s to understand panoramic painting, a degraded

genre of popular culture. One can only wonder how the former museum curator,



fledging artist, and still nascent art historian became intrigued with this once popular

art form that had languished for almost 125 years before he undertook an extensive
study of it. According to his wife, he chose to work in this area because it was

at that time so little known, had at one time been almost ubiquitous, and now
needed an interpreter in order to be recognized again as the important popular
cultural tradition it once was.? In 1989, after more than two years of research and
writing, he had a manuscript of more than 540 typewritten pages that he entitled
“Panorama: The Atlas of Romantic Art (1787-1862).”%” Akin to Duchamp's discur-
sus on rare endgame solutions to chess, this extensive, unpublished study focuses
on a rarefied genre which now consists of only two extant works from the years
Lombardi identified as the principal period of activity for painters of the genre:
Alpine landscapist Marquard Wocher's Panorama of Thun, Switzerland, ca. 1808-14,
and American history painter John Vanderlyn's Panorama of the Palace and Gardens
at Versailles, 1814-19 ( fig. 3). His exploration surveyed many of the two hundred
panoramas, ranging in size from 20 to 70 feet in height and 50 to 150 feet in
diameter, that were known to have been produced as general public entertainment
during this seventy-five-year period. To understand the contemporary appeal of
these enormous paintings, whose measure of success was keyed to ticket sales
and which were often taken on tour from city to city, one might conceptualize
them as precursors to wide-angle film projections, even though showings of them
were often enlivened by the impassioned rhetoric of the artist or his chosen repre-
sentatives rather than by steresocopic sound.

Although the exact circumstances in which panoramas first began to appeal
to Lombardi may never be known, hindsight does allow us an opportunity to
consider relationships between his fascination in the 1980s with this genre’s once-
hyped inclusiveness and his own drive a decade later to create both in-depth and
wide-ranging pictures of corporate crime networks.

Several essential points in Lombardi’s manuscript reveal attitudes that fore-
shadow the course of his later drawings. For example, his description that “the

historian is reduced to random glimmerings obtained via shards, scraps and bits
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of ephemera to begin the reconstruction”?® aptly characterizes the proto-archaeo-
logical investigations that absorbed his attention in the 1990s. During that time, he
painstakingly sifted through the public record to document and collate individuals’
activities while cross-referencing them with others involved in either the same or
related scandals. Lombardi's reliance on the Greek definition of the word “panora-
ma,” meaning whole or total view,? indicates his fascination with an inclusive form,
an interest that re-emerged in his own artistic search for comprehensiveness in
his Narrative Structures chronicling global networks from the1930s to the 1990s.
Prefiguring this term by which he chose to refer to his mature work, he noted that
“though [the panorama is] an environment, the experience [of seeing it] resembled
a narrative event.”3 At one point in his analysis of this genre, he invokes Joseph
Addison to legitimate the vast prospect that panoramas create—a function also
invoked by his own diagrammatic drawings, albeit in a radically different manner—
when he quotes the British essayist’s observation, “By greatness [of panoramic
vista] | do not mean the bulk of any single object but the largeness of the whole
view considered as an entire piece.”?!

These parallels between Lombardi’s art-historical studies and his later work
indicate a close connection between the two, but there are also notable differences,
the most obvious being the emphasis on empiricism that the large paintings
presume as opposed to the rationalism necessary for compiling and assessing his
Narrative Structures. In his exegesis of panoramas, Lombardi was extraordinarily
articulate about the epistemological shift these extensive early views necessitate.
In language characteristic of Foucault's proposal that a different dominant episteme

characterizes each age in the West, Lombardi wrote:

By 1700 the empirical revolution, a total upheaval of culture, custom

and consciousness, had established a firm hold in north Europe. The
elimination of fearful, symbolic connotations from nature and mathemat-
ics, the revision of standards of proof and measure, the embrace of
immensity—all gave impetus to those societies at the time most inclined
to commercial development, mechanization and physical expansion. . . .
Here, the social implications of empiricism were also carefully reviewed,
deliberated with care and whenever possible, converted to the level of
moral philosophy. For instance, the concept of a free, subjective and
autonomous mind appeared in some quarters to legitimize very radical
social aspirations like quality and political liberty, and the assertion of
individual and at times quite unprecedented values in all spheres of art
and thought.>?

In case his readers might not apply this new orientation to the topic at hand,
he repeatedly affirms in his manuscript how momentous this change is to painting

in general and panoramic views in particular. A particularly apposite example of



grounding theory in art so that it does not just illustrate philosophy but contributes
to it—i.e., that a factual account of the contemporary world would constitute a

shift to empiricism—is this observation:

But nowhere was the overall shock to tradition represented by empiricism
more keenly felt or dramatically expressed than in the art of painting,
with the emergence of Historical Landscape in the early to mid 1600s

in Holland and, to a lesser extent, Italy. Historical landscape in its most
basic form, simple view-taking, violated every principle established
through centuries of classical pedagogy. Plain factual resemblance,
manifested in optically correct views of actual locales and events
became, for the first time, a goal in itself. . . . bourgeois Baroque:

frank, candid assessments of the material conditions of contemporary
experience, as in Vermeer.3®

Although panoramas signify a distinctly different worldview from the one
articulated by Lombardi's art, their connections with the overall episteme of their
age parallel his own quest to be contemporary. Among his papers are several
copies of Harold Rosenberg’s statement “Nothing is more difficult than to discover
the present” written in large letters, which Lombardi probably kept visible in his
studio as a reminder of this essential goal. In light of this quest for uncompromising
contemporary relevance, he no doubt took great delight in learning that twentieth-
century graphic designers, faced with the daunting task of giving clear and readily
intelligible visual form to complex data, have used the landscape terminology
originally applied to painted views and the aesthetic principles of the Sublime and
Picturesque. The chief example of this is the frequency with which designers
who create charts and other graphics employ the word “panorama” to emphasize

"o

ways of differentiating macro-elements, or what they call “overviews,” “vistas,"”
and “prospects,” from the necessary micro-pieces of information, or “texture,”

they are required to communicate.

WORLD SYSTEM THEORY
Sometimes, artists and art historians approach topics that seem at the time extra-
ordinarily esoteric and totally unrelated to current events but which, on reflection,
appear strangely in sync with their times. Such a correspondence is found in the
vastly enlarged vision analogous to Lombardi’s early examination of panoramas
and his study of global networks in his Narrative Structures that accord with the
world system theory outlined in Immanuel Wallerstein’s The Modern World

: 5 : . ! : 33. Ibid., p. A-2.
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theorizes capitalism as a five-hundred-year-old system predicated on primarily Euro- World System: Capitalist Agriculture
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American dynamics, which resists being organized into an empire while holding ) )
World-Economy in the Sixteenth

in tension different national groups. This sociologist looks at capitalism from a Century (New York: Academic Press, 1974).
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globalist view, as both a social and economic discourse and a spatio-temporal
supranational entity developing over time.

Contemporaneous with the publication of his theory, Wallerstein's ideas were
being tested in ways that he had not anticipated. Coming of age concurrently with
the production and widespread dissemination of personal computers in the 1970s,
Wallerstein's concept of a world economy as a function of the current state of
technology was being extended to global proportions in an innovative way by this
new data-processing system. While computers have only lately contributed to the
free flow of capital beyond national boundaries, they have made it extraordinarily
easy to do so. They have also helped to stimulate the tide of money laundering by
making it relatively simple to move funds internationally from one shell account to
another in order to disguise their illegal origin, thus making them appear legitimate.

In the United States, the development of a liquid global economy on a par with
Wallerstein's world system became an argument for deregulation during the early
years of the Reagan era, when it was assumed that American entrepreneurs work-
ing in the international arena required a level playing field facilitated by the fewest
possible government regulations in order to be competitive. Thus, Wallerstein's
idea, which attempted to characterize retrospectively the history of capitalism
as a world system, actually describes a far more free-ranging contemporary
complex, the global economy, which was beginning to assert both its positive and
its destructive character at about the same time his work was being distributed
and discussed.

ON HIGHER GROUNDS: DRUGS, POLITICS AND THE REAGAN AGENDA
While the study of panoramas seemed to satisfy Lombardi’s need for intensive
art-historical research, he was also delving into current political affairs and, in the
late 1980s, began a comprehensive study of the Reagan administration’s high-
profile “war on drugs.” His investigation culminated in the early 1990s in an
unfinished, several-hundred-page manuscript that he titled “On Higher Grounds:
Drugs, Politics and the Reagan Agenda. "%

Lombardi’'s professed model for political activism was the radical libertarian
Noam Chomsky.® As an activist, Chomsky has been wary of the established political
parties in the U.S. and of intellectuals’ professed liberalism. He has expressed
disdain for the Democrats, whom he believes to be largely indistinguishable from
the Republicans, since he is convinced that the beliefs of both parties have been
co-opted at the outset by supranational corporations and financial institutions dom-
inating the world economy. An academic himself—a professor at M.I.T—Chomsky
has frequently expressed contempt for intellectuals as mere ideological gatekeep-
ers unable to confront the real power of the media and its control of information.
In place of these clerics, he envisions intellectuals capable of moving beyond ideo-
logical barriers to reveal the fictions perpetrated by the government and perpetuated
by the media. According to Lombardi, Chomsky is “basically an optimist”: his idea



is “give people info and they'll make [the] right decision.”®” Achieving Chomsky's
ideal became one of Lombardi's goals, although his work has tended to appear
more critical of the Republicans than the Democrats, since several Republican
officials were implicated in far-reaching scandals during the Reagan and Bush
years, when he was becoming politicized.

Drafted over several years from the late 1980s to the early 1990s,
Lombardi's manuscript “On Higher Grounds” documents his growing under-
standing of the Reagan and Bush administrations’ “war on drugs” as primarily
an ideological battle. According to Lombardi, it was initiated as an intensive
public-relations effort focusing on reducing demand and ended up as a battle
against drug terrorists, thus supplanting the Cold War as our leaders’ new
mission and fulfilling the United States’ apparent need for an external enemy
to combat. Lombardi's study parallels a decade of popular T.V. series and films
that dramatized the dynamics of the drug trade, such as Miami Vice (1984-89),
Beverly Hills Cop (1984), Lethal Weapon (1987), Die Hard (1988), Licensed
to Kill (1989), and Die Hard 2 (1990).

When describing the strategy of “demand reduction” at the beginning of
his manuscript, Lombardi cynically points to the cost-effectiveness of waging

the war against drugs primarily in the press without any substantive programs to

back up the rhetoric. The “war on drugs” began with a highly visible television

spot featuring First Lady Nancy Reagan (fig. 4) as a stern authority figure scolding Fig. 4. First Lady Nancy Reagan
the nation’s parents for their laxness, urging them to take tough measures, and speaking at a “Just Say No” anti-

; y — - = . . . drug rally on the Mall in Washington,
proposing a simplistic catch phrase (“Just say no”). From this declaration of intol- D.C.. 1988

erance, it moved to advertising strategies (“This is your brain. This is your brain on
drugs”), then to exerting pressure on the judiciary to put drug sellers and offenders
in jail, and finally to redirecting funds allocated for domestic programs to pay for
increased research into drug abuse, in hopes that these programs might be
financed through public-private initiatives. Noting that “the Reagan decade will
long be remembered as the golden age of media-charged political symbolism, 38
Lombardi takes it to task for loudly broadcasting its message without providing
adequate funding for instituting any real changes. He also criticizes the excessive-
ness of this propaganda campaign, which led to unprecedented jail terms—as
much as forty years for possession and distribution of nine ounces of marijuana
(worth about two hundred dollars on the open market)—and to proposals for
legislation that would subject offenders to public ridicule by putting them in cages,
or punish them by amputating for a first offense “the terminal joint of the end of
the third finger of the defendant.”%® (Known as the Texas Finger Bill, this last piece
of legislation actually passed the Texas House of Representatives.) Lombardi

also wondered at the lack of proportion that the media-driven “war on drugs”

37. Ibid.
created when Mayor Marion Berry was widely vilified for lying about substance 38. Lombardi, “On Higher Grounds,”
abuse, while former Marine Lieutenant Colonel Oliver North was cheered by chapter 1, p. 4.
: . 39. Ibid., chapter 3, p. 6.
many as a hero when he lied to Congress about the Iran-Contra affair.° 40. Ibid., chapter 5, p. 38.

25



26

41, Ibid., chapter 6, p. 3.
42. Ibid.
43. Ibid., chapter 6, p. 2.

In addition to pointing out that the Reagan administration’s propaganda
against drugs endowed it with the aura of public-spiritedness for what amounted
to essentially a lot of empty talk, Lombardi recognized the administration’s adept-
ness at transforming almost overnight the defunct war on Communism into an
urgent crusade against drug terrorists so that it might serve as an instrument of

ideological warfare:

It doesn’t matter if the cure really works, if more people will be killed
this year (by drugs). Nor does it matter that we’re spending more and
more on the program and getting little in return . . . in a time of alleged
fiscal restraint because the Drug War was from the very outset tailored
to achieve goals, certain[ly] both social and political, that go far beyond
mere public health concerns. The most obvious [and] widely discussed
of these, especially in leftists circles, is the shift in foreign policy (and
quite a rapid one) from one based on any form of anti-communism to
one emphasizing the threat represented [by] drugs and drug trafficking.*'

He notes with dry irony how selectively this international “war on drugs”
was being fought. Although “the Nationalist Chinese Kuomintang, the South
Vietnamese general staff, the Afghan rebels and Nicaraguan contras” have all
been active in the international drug trade, only “the PLO, Islamic radicals based
in Lebanon, the Iranian Revolutionary guard, the Irish Republican Army, the
Nicaraguan Sandinistas, leftist M-19 guerillas in Colombia and Peru’s staunchly
Maoist Sendero Luminoso” are pinpointed as drug terrorists.*? In addition, he points
out how conveniently the “war on drugs” enabled the United States to turn on
its former ally, Manuel Noriega, at the time of the Panama invasion in 1990, by
branding him a drug lord even though “this was a man whom the government had
played footsy with for many years, had shown himself to be useful in collecting
intelligence on the Cubans, Nicaraguans and of assisting the Contras by laundering
money and providing armaments through his contacts with the National Security
staff, notably Lt. Col. Oliver North.”*

THE S&L CRISIS

Although it is only a short step from investigating the drug debacle to looking

at the concomitant problem of money laundering, Lombardi was too caught up
with the ironies of the Reagan and Bush administrations’ widely vaunted “war

on drugs,” which provided them with the political advantage of a clearly targeted,
indisputable enemy, to take the next step. In retrospect, it appears that Lombardi's
subsequent move from analyzing the campaign against drugs to investigating the
money laundering of drug funds was a circuitous one, first catalyzed by Pete
Brewton'’s sensational Houston Post articles on failed savings and loan associations,
which implicated President Bush's Houston friends and sons, C.I.A. operatives,

and known business associates of the Mafia.



Lombardi followed the story as it developed step by step, beginning with the
January 1, 1990 article provocatively tagged, “Evidence suggests a possible link
between CIA and organized crime, in the failure of at least 22 Thrifts, including 16
in Texas.” This piece briefly summarized Brewton's eight-month investigation of
S&L foreclosures, in which he discovered links between organized crime, money
laundering, and covert aid to the Nicaraguan Contras. He arrived at this conclusion
by researching public records in courthouses and surveying stories in local news-
papers where thrifts had closed. The revelations in the first article were followed
on March 11, 1990 by the equally volatile declaration, “A failed Colorado Savings
and Loan whose board of directors included a son of President Bush was part of
an intricate web of federally insured financial institutions that had business links
to organized crime figures and CIA operatives, the Houston Post has learned.”
Lombardi collected these articles and follow-up pieces such as the interview
between Brewton and David Armstrong in the special April 5, 1991 issue of Texas
Observer, focusing on finances. A group of articles connecting the S&L scandal
to President Bush appeared in the October 20, 1992 issue of the Village Voice, a
newspaper that Lombardi subscribed to, and he preserved them in his archives.
This issue of the Voice is particularly important for him, because it contained a
summary of Brewton’s forthcoming book in an article by Jonathan Kwitny, a former
Wall Street Journal reporter who lauded the Houston Post reporter's assiduous
work on the S&L scandal, beginning with his 1987 research on Mainland Savings,
as “maybe the best job of reporting | had ever seen.”#

On February 20, 1993, the year before Lombardi initiated his Narrative Struc-
tures, he acquired a copy of Brewton's The Mafia, CIA & George Bush: Corruption,
Greed and Abuse of Power in the Nation's Highest Office (fig. 5), which the author
personally inscribed to “a fellow truth seeker.” In his introduction, Brewton
describes the S&L scandals as “the greatest financial disaster since the Great
Depression.” He qualifies the crisis as a “bipartisan scandal” involving “the two
most prominent, powerful politicans from Texas, President George Bush and
Senator Lloyd Bentsen. " To understand the enormity of this wholesale robbery,
which most estimates calculate as costing taxpayers the spectacular sum of
$500 billion dollars over the next thirty years, one only needs to realize that the
combined profits of all companies on the Fortune 500 list in 1988 were $115 billion.

Because S&L failures in the 1980s provided Lombardi with repeated instances
of complicity between government officials, covert intelligence operatives, business
people, and members of organized crime, they comprised the factor that most
contributed to the development of his mature work. To place the S&L scandal in
proper historical perspective, one must understand the long-term community
ideals that thrifts embodied. The best way to begin explaining the societal dream
this financial entity represented is with Frank Capra’s 1947 movie It's a Wonderful
Life, since this film celebrated, and cemented in the public’s mind, the glorified
image of the unselfish neighborhood thrift that the 1980s S&L crisis completely

undermined. Lombardi may have been particularly susceptible to the savings-and-

Corruption,

s U TORY OF AMERICA'S
GREATEST FINANCIAL DEBACLE

By Pete Brewton

Fig. 5. Cover of Pete Brewton’s
book The Mafia, CIA & George Bush:
The Untold Story of America’s
Greatest Financial Debacle

44. Jonathan Kwitny, “The Real S&L Scandal:
All the President’s Friends,” Village Voice,
October 20, 1992, p. 39.

45, Brewton, The Matfia, CIA & George
Bush, Introduction, n. p. The book’s cover

is reproduced here courtesy of the publisher,
SPI Books.
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46. Ralph Waldo Emerson, “The American
Scholar” (1837), Selected Essays
(New York: Penguin, 1985), p. 93.

loan ideal, since he grew up in the halcyon village of Manlius, which at that time
closely resembled the set for the village of Bedford Falls in Capra’s film. In this
drama, George Bailey (played by James Stewart) sacrifices his own quest for world
adventure to save his family’s business and hometown from the unscrupulous
dealings of the town's banker, Henry Potter (Lionel Barrymore). Over the years,
George chooses to build community solidarity through the inspired management
of his father’s savings and loan, an institution that in the film is known by its origi-
nal name, “building and loan,” probably to reinforce the plot's message of growth
through cooperation. The Bailey Building and Loan is fully in sync with the original
tenets of nineteenth-century savings and loan associations—descendants of
English building societies—that helped to create both communities and good will
by pooling private investors’ savings to finance home purchases.

The film's references to savings and loan associations reprises Depression-
era efforts by the federal government to support home ownership and remedy the
situation of nearly two thousand failed S&Ls by establishing in 1932 an oversight
agency, the Federal Home Loan Bank System, and then federal loan guarantees
for depositors through the Federal Savings and Loan Insurance Corporation
(FSLIC). In addition, Capra’s “building and loan” theme anticipates the high hopes
Americans had after World War Il of entering a brighter and more optimistic era
brought about by massive cross-country migrations and an equally impressive
exodus from large metropolises to small towns and suburban districts. The under-
lying banking metaphor of /t's a Wonderful Life updates both the New Testament
injunction about wisely investing one's talents and Emerson’s advice that “he who
has put forth his total strength in fit actions has the richest return of wisdom."46

For all the optimism of Capra's Wonderful Life, savings and loan associations
have traditionally been the less-advantaged step-siblings of banks, since they
could only accept deposits and grant home mortgage loans, most of which were
set at fixed rates. Beginning in the late 1960s and continuing throughout the
1970s, the viability of these institutions was at the mercy of fluctuating interest
rates, which wreaked havoc with the regular flow of deposits that constituted
their life's blood. Whenever interest rates would rise—and the prime rate reached
an astounding 21.5 percent during this period—S&Ls were prevented from com-
peting with banks because of established ceilings on the amount of interest they
could pay. In addition, when investors found they could earn much greater returns
with money market funds, they often transferred their deposits from thrifts to
institutions offering these higher fees.

In the early 1980s, when two-thirds of the nation’s S&Ls were losing money
and many were already broke, Reagan'’s policy of deregulation seemed to provide
welcome relief. In 1980, the Depository Institutions Deregulation and Monetary
Control Act (DIDMCA) initiated a wide range of expanded services for S&Ls,
including loans for commercial property, non-mortgage consumer lending, and
trust services. To support this enhanced purview, DIDMCA also raised the ceiling



of deposit insurance for these institutions from $40,000 to $100,000. Deregulation
became even more extensive in 1982 when S&Ls were given the right to make
secured as well as unsecured loans (that is, 100 percent financing and no down
payments), calculate a prospective customer’s “goodwill” and loyalty as part of
the institution’s capital, permit developers to own thrifts, and even extend loans
to their owners.

As might be expected, such lax rules were invitations to owners of S&Ls to
plunder their financial institutions and to engage in money laundering to shelter
the stolen funds. Within a decade, 500 S&Ls failed as their owners, protected by
federal loan guarantees, could issue with impunity unsecured and risky loans to
friends, associates, family members, and even themselves. Some unprincipled
lenders borrowed millions and either stashed money in trusts where it was protect-
ed from creditors or placed it in offshore accounts where it could not be traced.
Then they sometimes completed this scenario by declaring bankruptcy to protect
their homes. Since offshore accounts pay competitive interest on these funds,
permit ease of transfer internationally, and supply lenders with debit cards, S&L
defrauders placing their moneys in institutions offering these benefits were
assured comfortable lifestyles with few hassles.

Brewton's research into corporate crime and the wholesale sheltering of
stolen S&L funds—which was a major concomitant of the scandal—encouraged
Lombardi to take an intensive look at how the global financial network was
equipped to cleanse tainted funds and put them back into circulation in foreign
countries where they would not be subject to either taxes or national restrictions.
No longer serving any country’s national priorities, such funds are potentially
volatile: they represent globalism’s seamier aspect. Because laundered funds can
be circulated with great rapidity, moving from one country to another depending
on the money to be made from them, they have the potential to substantially
weaken national economies and create almost overnight global instability. Rather
than focusing entirely on this new and not yet coalesced power structure,
Lombardi assumed a historian’s perspective by focusing on thrifts, banks, banking
conglomerates, and the accounting side of organized crime and undercover intelli-
gence to chronicle the widespread serious violations that such institutions and
groups have committed.

His decision to consider human fallibility in these terms came closely on the
heels of the relatively new literary genre of financial-crime fiction that came of
age in the 1980s; it includes best-selling novels by Tom Clancy, Ken Follett, Mitch
McDeere, and Tom Wolfe, which have often been made into films. These and
other authors have explored the realm of criminal activity associated with the
expansion of modern capitalism. Lombardi’s art parallels a number of their strate-
gies, including their documentation of the types of intrigue that can develop when
governments, transnational corporations, and organized-crime groups collude with
one another.
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47. Mark Lombardi, Crossing the Line:
Drawings 1994-8, exh. cat. (Washington,
D.C.: Museum of Contemporary Art, 1998),
n.p.

48. In addition to the syndicated news
items that he collected as source material,
Lombardi culled information from various
Web sites and acquired books on such
subjects as the Mob, the F.B.l., the C.l.A.,
the S&L scandals, the Vatican bank, money
laundering, influence peddling, late-twentieth-
century political intrigues, and corporate
corruption.

According to a note dated May 27, 1996, he
considered the following organizations partic-
ularly important, and frequently searched for
data on their Web sites: Fund for Investigative
Journalism, Index on Censorship, Pen Center
for Civic Journalism, International Freedom
of Expression Exchange, Internet Progressive
Gateway, Pan American Center, Propaganda
Analysis, Human Rights Watch, Armed in Anger,
Campaign against the Arms Trade, One World,
and Human Rights Watch.

Lombardi put together an impressive
library of books dealing with corporate and
political malfeasance, most of which provided
detailed reports on recent cases. Whenever
he decided to pursue a particular subject, he
tried to obtain as many books about it as he
could. Here, for example, are the books in his
library that he used as sources of information
on the Middle East arms trade (listed in alpha-
betical order by author’s name): James
Adams, Bull’s Eye: The Assassination
and Life of Supergun Inventor Gerald
Bull (New York: Times Books, Random House,
1992); Patrick Brogan and Albert Zarca,
Deadly Business: Sam Cummings’
Interarms and the Arms Trade (New
York and London: WW. Norton, 1983); Andrew
and Leslie Cockburn, Dangerous Liaison:
The Inside Story of the U.S.-Israeli
Covert Relationship (New York: Harper
Collins, 1991); William S. Cohen and George
J. Mitchell, Men of Zeal: A Candid Inside
Story of the Iran-Contra Hearings
(New York: Penguin Books, 1989); Grant Dale,

MONEY LAUNDERING
The term “money laundering” was probably first developed in the heyday of Al
Capone's crime syndicate, when coin-operated laundries were used to hide illegal
gambling profits. Over time, money laundering developed into an international
business involving offshore financial institutions, including shell banks, which
were estimated in 2002 to house deposits of $5 trillion worldwide, whereas in
1983 they held only $200 million. Their advantages lie in the secrecy, freedom
from taxes, and ready access to cross-border currency that they offer. Offshore
accounts can be opened in a few hours, and offshore businesses can be regis-
tered overnight. First used during the 1930s by individuals intending to hide funds
from the Nazis and by French people wishing to avoid income taxes, then later
by mobster Meyer Lansky during the 1950s, these accounts have in recent
decades also become tax havens for international corporations and wealthy indi-
viduals throughout the world. The world’s most successful offshore tax haven is
the Cayman Islands, which has been rated as the fifth-largest banking region in
the world after the United States, Japan, Great Britain, and France. In 1997,
the United Nations estimated that the annual moneys accruing from all criminal
activities globally amount to $1,310 billion, roughly 15 percent of the world's pro-
duction, and that at least half of this money must be laundered before it can be
used legally. Joining this figure in impressiveness is the yearly sum of revenues
amassed in the Western world through white-collar crime: $818 billion, according
to U.N. figures.

In the brochure for his exhibition “Crossing the Line: Drawings 1994-98" at
the Museum of Contemporary Art in Washington, D.C. in 1998, Lombardi described

four types of money laundering that he delineated in his Narrative Structures:

The first drawings focused on the recurring American savings and loan
crises of the late 1970s and 80s, including works on Lincoln Savings,
Home State of Ohio, Silverado of Denver and Sharpstown State Bank
(Houston). In this group, one finds numerous instances of campaign
finance—inspired political intervention in the regulatory process that
ultimately proved very costly to taxpayers and depositors.

The drawings on Lockheed International and International Systems
and Controls depict the efforts of a pair of U.S.-based exporters to
“srease the wheels” overseas by paying multi-million dollar bribes,
kickbacks and commissions to foreign officials and heads-of-state.
Every year billions of dollars are channeled into the personal bank
accounts of an assortment of despots, dictators and persons of “noble
blood” through a process known as “grand corruption.” In some cases,
graft and larceny are pervasive enough to all but cripple the develop-
ment prospects of the nation that was afflicted; Indonesia is the most
egregious example.



Western governments play a vital role in the scheme by condoning
theft and pay-offs and encouraging the formation of businesses designed
to collect, launder and reinvest. In drawings on 10S of Geneva, World
Finance of Miami and Nugan Hand Limited of Sydney, Australia, the
activities of a number of notorious (and well-connected) flight capital
specialists are reviewed. At one time each of these controlled an elabo-
rate network of ghost companies, secret trusts, offshore accounts and
other opaque financial instruments that were used by “friendly” political
elites throughout the world to transfer plundered assets from one
country to another, usually without a trace.

Some large international banks occasionally combine flight capital
services like those mentioned above with a broader political agenda.
BCCI, the shadowy Arab bank that plotted with American powerbroker
Clark Clifford (and others) to illegally acquire First American Bank of
Washington, D.C., also provided credit facilities for “black operations”
like arms smuggling, espionage, guerrilla warfare and political bribery.
Banca Nazionale del Lavaro, a large state-owned ltalian bank, connived
with U.S. and British officials in a plan to lend $5 billion to finance the
Iragi arms build-up of the mid 1980s. The Vatican Bank helped scores of
wealthy Italians evade taxes (for a fee) while at the same time extending
succor and loans to armed right-wing extremists in Brazil, Uruguay
and Argentina.4’

Although “greasing the wheels"” of overseas powers is listed second in the
above account, it proved to be far less important for Lombardi’s overall work than
the other three, perhaps because it was more difficult to document.

Lombardi’s list indicates the extent to which he was willing to pursue his
research. At a time when artists were beginning to feel the need to create program-
matic work that combined a distinctly new iconography with a basic rationale for
making the images—Jenny Holzer's aphorisms, Barbara Kruger's reworking of
mid-century ads, and Louise Lawler's emphasis on defining art in terms of its
immediate circumstances are all exemplary in this regard—Lombardi is remarkable
for his perspicuity in uncovering detailed information about such a far-ranging
and complex iconography as money laundering. He was very concerned about
substantiating the accuracy of his research, and noted its basis in the syndicated
news and other published sources.*® This role of an assiduous researcher of finan-
cial records which he had assumed, akin to that of an attorney in a D.A.’s office
who builds incriminating cases, was a new one for an artist. Although isolated
infractions might seem to be merely inconsequential missteps, or perhaps even
unjustifiable accusations in some instances, files of information connecting the
dots among such offenses—similar to the ones Lombardi constructed—can be
used to build compelling cases against persons or groups, and therefore might be

Wilderness of Mirror: The Life of
Gerald Bull (Scarborough, Ont.: Prentice-
Hall Canada, 1991); Theodore Draper, A Very
Thin Line: The Iran Contra Affair (New
York, London, Toronto: Touchstone, Simon
and Schuster, 1991); Alan Friedman, Spider’s
Web: The Secret History of How the
White House lllegally Armed Iraq (New
York, Toronto, London: Bantam Books, 1993);
Daniel K. Inouge and Lee K. Hamilton, Report
of the Congressional Committee
Investigating the Iran-Contra Affair
with the Minority View, eds. Joe Brentily
and Stephen Engelber, abridged edition (New
York: Times Books, Random House, 1988);
Ronald Kessler, The Richest Man in the
World: The Story of Adnan Khashoggi
(New York: Warner Books, 1986); Herbert
Kronsey, Deadly Business: Legal Deals
and Outlaw Weapons, The Arming of
Iran and Iraq, 1975 to the Present (New
York and London: Four Walls Eight Windows,
1993); William Lawther, Arms and the Man:
Dr. Gerald Bull, Iraq, and the Supergun
(Norato, Calif.: Presidio Press, 1991); Peter
Mantus, Shell Game: A True Story of
Banking, Spies, Lies, Politics—and the
Arming of Saddam Hussein (New York:
St. Martin’s Press, 1995); Anthony Sampson,
The Arms Bazaar; From Lebanon to
Lockheed (New York: Viking Press, 1977);
Samuel Segev, The Iranian Triangle: The
Untold Story of Israel’s Role in the
Iran-Contra Affair, trans. Haim Waltzman
(New York: The Free Press, Macmillan, 1988);
Kenneth R. Timmerman, The Death Lobby:
How the West Armed Iraq (Boston, New
York, London: Houghton Mifflin, 1991); John
Tower, Edmund Muskie, and Brent Scowcroft,
The Tower Commission Report (New
York: Bantam Books and Time Books, 1987);
Lawrence E. Walsh, Iran-Contra: The Final
Report (New York: Times Books, Random
House, 1994). | have compiled a bibliography
of the artist’s library at the time of his death;
it can be found on the Web site
www.Pierogi2000.com.
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considered threatening. If a dossier contains evidence of a network of individuals
and companies engaging in such questionable activities as well as a distinct
money trail, as Lombardi often assembled, the information becomes even more
incriminating.

His diagrammatic drawings, depicting business deals via such modes of
representation as graphs and charts that businesses normally use to convey infor-
mation about themselves, introduced a new type of realism consistent with that
employed by Conceptual art. Instead of creating the kind of iconic images that
Andy Warhol and Douglas Huebler did in their wanted posters—which can be
construed as artistic signs isolated from their ontological references, and thus dis-
rupted icons relevant to a secular age—Lombardi employed the reverse strategy,
representing the identities of criminals in only the most summary way through
references to their names and nefarious connections. Here, the presence of signs,
reduced to names without the traditional iconic sanction of portraiture, assumes a
new dynamic. The art object thus performs a deliberately limited representational
role at the same time that it reveals the identities of its subjects through the
relationships it uncovers. In addition, these drawings treat viewers as prospective
detectives. Instead of simply solving crimes, Lombardi's work often intensifies
their mystery. It does so by avoiding any central hierarchy in favor of clearly and
often only marginally connected networks, which resemble the rhizomes

described by Deleuze and Guattari.

IRAN-GONTRA AND LT. COL. OLIVER NORTH’S DRAWING

While Lombardi's intense response to the information he discovered about
widespread S&L fraud and the alarming role of money laundering in world affairs
was the catalyst for the subject matter of his drawings, the basic form that he
used in them may have originated with his seeing a sketch found in Oliver North’s
safe and published in February 1987 in the Congressional Tower Commission
Report, a document to which Lombardi had ready access. This crude drawing,

an elaborate flowchart graphically depicting the network of twenty-three offshore
shell corporations and nonprofit organizations that North had organized under

the code name “Project Democracy,” was a crucial document in the Iran-Contra
hearings (see figs. 6-8). L ombardi kept several photocopies of it in his files, and
the conciseness and effectiveness with which even North's clumsy diagram con-
veyed the intricacy of his crimes may well have been in the back of Lombardi’s
mind when he made the first sketch for what eventually became his Narrative
Structures. Moreover, his initial drawing in the series focused on the intrigues

of Saudi Arabian arms broker Adnan Khashoggi, whose financial manipulations
were vital for the success of North's far-fetched and elaborate Iran-Contra scheme.
North's complex plot necessitated selling weapons to so-called “moderate”
Iranians engaged in the lran—lragq war who were struggling to equip their troops
during a United States arms embargo. It was hoped that in return for weapons,



these Iranians would agree to persuade the Lebanon-based Iranian terrorist
group Hezbollah to free the American and British hostages they were holding in
Lebanon. Then, profits stemming from the sale of arms would be used to support
Samozan Contras in their guerilla war against the leftist Sandinista government
in Nicaragua.

Although Lombardi did not mention the role played by North’s diagram in
the origination of his Narrative Structures, his breakthrough piece does focus on
one aspect of the colonel’'s complicated scheme, which came up in a telephone
conversation Lombardi had in 1993 and led indirectly to the diagrammatic form
he began using:

| was talking on the phone one day with Leonard Gumport, an attorney in
Los Angeles, about the outcome of the bankruptcy of Adnan Khashoggi,
the Saudi commercial agent and playboy arms dealer who had figured
prominently in the Iran-Contra affair and had made large investments in
the U.S., including in Houston. As Gumport spoke, | began taking notes,
then started sketching out a simple tree chart, showing the breakdown
of Khashoggi’s American holdings. Within days, | began making more

of these charts, depicting other corporate networks | had researched.

| was writing several pieces at the time and found the charts a useful,
quick reference to the material at hand.*®

Fig. 6. Former N.S.C. staffer Lieutenant
Colonel Oliver North being sworn in
before testifying at the Senate’s Iran-
Contra hearings, 1987

49. Lombardi, “Self-Interview.”
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50. Mark Lombardi, unpublished notes, 1980s
or 1990s, in the Mark Lombardi archives at
Pierogi, Brooklyn, New York.

51. Ibid.

52. Ibid.

LOMBARDI’S WORK IN TERMS OF ART-HISTORICAL PRECEDENTS

In addition to the curatorial and gallery jobs he held in Houston and his periods of
focused research on the topics of panoramas and the ideology of Reagan’s and
Bush's “war on drugs,” Lombardi had also regarded himself as an artist since the
1970s. In random notes found among his papers, he listed some of his sources
and modes of working. For example, he wrote that he had originated “project
ideas"” since 1972 and that during that decade he had been “interested in film,
Xeroxes, video, Duchamp, bombs, drugs, Nukel, and] top 40.” This reference to
“project ideas” indicates a strong grounding in Conceptual art and its antecedents,
a premise that is supported by the great number of books in his library focusing
on this topic. In another note under the rubric “Forms of Appropriation,” he listed
“Ashley Bickerton, Warhol, Duchamp, and Apollinaire.” Next to the name
Apollinaire, he wrote “recovery of commercial signage.” And on the same page, he
jotted down a note about “subverted or twisted situationist” art and erroneously
characterized Haacke as a prime example.®® At another time he composed the

following inventory:

Duchamp: hermetic, process

Beuys: drawing and originating intricate narrative structures in work
Haacke: analysis of corporate activities

Aycock: narrative and graphic vision; also Arte povera

Zakanitch: the flower paintings; unrestrained delectability

Yoko: sense of strength, determination; drive to be positive
Arakawa: mapping of inner terrain and the invisible %'

Apropos of his art, he made the following list: “history painting, resists
appropriation, cartography—Renlaissance] science, Tantra, Duchamp 3 Standar[d
Stoppagesl], Ad Reinhardt. "2

In his self-interview, Lombardi discussed at length the basis of his new work

and the past development that antedated his chart-based pieces:

You sound as though this was some kind of important breakthrough for
you, that it resolved a number of dilemmas you were facing?

ML: Well it did in a really big way. Previous to that | felt like some kind
of schizophrenic. The painting and writing had little relationship to one
another, and | felt something was lacking from both. | kept thinking |
needed something, some type of medium or vehicle of my own devising
that would unite the two, and now, with this schematic form, | had it.
This was quite a revelation. If anything | had originally intended to use
the charts to illustrate certain points being made in a particular text;
now the drawings demanded top billing.



| felt this was in a way the culmination of a process that had begun
many years before and was a logical outgrowth of that process. It was
all about me, incorporated everything | wanted to say in a manner | felt
totally confident about: how this is the culmination of the writing.

And on the other side:

ML: On that side the drawings were in retrospect a medium as well. |
started the development with images suggestive of social chaos and
political disorders. Then it was strategies for manipulating corporate
logos and trademarks: first reproducing them in simple patterns a la
Ashley Bickerton, then affixing them to repulsive or embarrassing images
somewhat like Hans Haacke; after that | began to distort and revise them
in ways that subverted their meaning, which has reappeared in a big way
[in my recent work]; and finally naive, primitivist versions of well-known
corporate logos. At one point | was also painting abstraction, based on
fragments of decomposed text and reminiscent of decrepit billboards

or something which ironically, were on certain levels perhaps the most
satisfying of the lot.

Why did you want to work with logos and trademarks in so many ways?
Were you doing this as a critique of mass culture or consumption?
ML: I suppose it’s because | see the proliferation of logos and trademarks
across the landscape as not merely a part of the visual environment,
but as the visage of a potent force; a kind of disembodied power. . . .
I'was very early on drawn to and felt a part of vanguard strategies.
Anything that might potentially show or threaten the tradition got my
immediate attention: site-specific and transitory pieces, artist ideas,
video, Beuys,;I;Iaacke, Merz, Buren, Manzoni, Nouvelle Reality, Fluxus,
Situationism, concrete poetry, conceptual art, and so on. However |
am working in a most conventional fabric with pencil and paper, making
sketches, maquettes with which to proceed to the final picture, a
very traditional method that no doubt goes back to the Renaissance,
if not before.%

This self-interview reveals the frustration that Lombardi experienced in
attempting to pull together what he at first viewed as two diametrically opposed
interests: research and making art. Although his references to Bickerton'’s logos
(see fig. 9, p. 36) did not result in the synthesis of these two modes, it did enable
him later to focus on the subject matter of corporate malfeasance, which he was
able to advance in a new and distinctly non-Pop direction when he took the model
of diagrammed information as a template for his new work. As important as the

53. Lombardi, “Self-Interview.”
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Fig. 9. Ashley Bickerton, Tormented
Self-Portrait (Susies at Arles) #2,
1988

54. Lombardi’s library includes several vol-

umes of Apollinaire’s poetry and art criticism.

55. The poem “Cotton in Your Ears” by
Guillaume Apollinaire, reproduced on page 37
of this catalogue, is from Calligrammes:
Poems of Peace and War (1913-1916),
trans. Anne Hyde Greet (Berkeley: University
of California Press, 1980), p. 289.
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logos obviously were to his thinking, Lombardi has left few works from this early
period, before he began making his Narrative Structures: the extant pieces consist
of about a dozen black-and-white abstract paintings based on disconnected letters
and pieces of text.

While Lombardi readily acknowledged the importance of history painting
as precedence for his art, he also pointed to the more recent model offered
by French modernist poet Guillaume Apollinaire’s visual/verbal Calligrammes
(1913-16). Lombardi was well acquainted with Apollinaire’s work,®* which he
undoubtedly appreciated for the way this Cubist-inspired poetry attempted to
represent both the complexity and the instantaneity of modern consciousness
by forsaking discursiveness for simultaneity, cutting across both time and space.
In Apollinaire’'s poems, shards of experience are reassembled into striking graphic
patterns of words on the page, becoming poetic equivalents to collages (see fig.
10).%° Linear time is abandoned, and random aspects of the world are experienced

simultaneously as an intensified awareness whose force is assured by the overall



designs governing each Calligramme. The assumed intelligibility of Apollinaire’s :
networks of rearranged words aligns the notion of simultaneous communication Cotton in your Ears
with the speed achieved by new technological innovations in transportation during
that period, and gives a machinist and Cubist twist to the intuitive and personal Sl oo 1t dbout o e

E . 5 ALIVE!
synthesist approach of an earlier generation.

Important as this approach is, it is not paralleled by the wary absurdity of

Duchamp’s Network of Stoppages, which Lombardi highlighted in notes pertaining e
to his art. A look at the genealogy of these Stoppages in Duchamp’s work indicates e
the type of reasoned folly that Lombardi considers his own art to be documenting. 9 e ' |
In order to heighten the role that chance played in his work and emphasize the
foolhardiness of developing rational systems for art, Duchamp dropped three OMEG’“’"O’"

pieces of string, each one meter in length, from the height of one meter onto a

sheet of paper, on which he recorded the random line each of them formed. Then

he glued each section of string to a template, being careful to record exactly its o
accidental configuration, and assembled the three in a wooden box. Next, he

celebrated Three Standard Stoppages in the painting Network of Stoppages, in

which each of the three lines of measure was multiplied by a factor of three and Fig. 10. “Cotton in Your Ears,”
one of Guillaume Apollinaire’s

delineated on the surface of a painting he'd made and discarded, which he had Calligrammes (1913-16)

reoriented from a vertical to a horizontal position. Another incarnation of it appears
in Duchamp's The Bride Stripped Bare by Her Bachelors, Even (The Large Glass),
1915-23, which extends this dry nonsense to yet another realm by using the
Network as a basis for the orientation of the Capillary Tubes that conduct the
llluminating Gas circulating among the Nine Malic Molds to the rest of The Large

Glass (see fig. 11). Emulating the profiles of dressmakers’ dummies, the Molds Fig. 11. Marcel Duchamp, The Bride
Stripped Bare by Her Bachelors,
Even (The Large Glass), 1915-23
Cavalryman, Delivery Boy, Gendarme, Flunky (or liveried servant), Policeman, (detail). Philadelphia Museum of
Art: Bequest of Katherine S. Dreier

are “hollow liveries” that parody such stock social types as the Busboy,

Priest, Stationmaster, and Undertaker. In his art, Lombardi reoriented his network

of lines—his equivalent of the Capillary Tubes—so that they -
underscored the foolhardiness of the questionable and often ‘
criminal connections that he was researching. Although he
substituted actual names for the liveried molds in The Large
Glass, he had a similarly jaundiced view of the hollowness of
the characters populating his work. Moreover, the connections
between Duchamp's “characters” in The Large Glass are just

as opaque as those in Lombardi's Narrative Structures, which

delineate networks that remain for the most part impenetrable.
Lombardi's work thus differs from the utopian social sculp-

ture that Joseph Beuys' diagrammed during his lectures—and

regarded as works of art after their completion—and is closer to

Haacke's carefully researched 1971 piece detailing the activities

of slum landlord Harry Shapolsky (see fig. 2, p. 13). The over-

arching principle of Haacke’s work is to unmask covert dealings
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56. An important component of Lombardi’s
extensive library focuses on classic studies
of Conceptual art, its antecedents, and its
descendents. They include catalogues and
books on such artists as Alice Aycock,
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before re-presenting them with clarity and unity, which is a modus operandi for
Lombardi’s art. Lombardi considered this principle of disintegration and reintegra-
tion in cosmic terms when he mentioned in his notes the impact that Tantric
theory had for his work.

From this brief look at the artistic strategies of Apollinaire, Duchamp, Beuys,
and Haacke, it is clear that in formulating his own work Lombardi availed himself
of a wide range of rigorous twentieth-century approaches. These tactics suggested
a direction his investigations could take, without those earlier works determining
the outcome of his own efforts. However, a summary consideration of Duchamp'’s
and Haacke's contributions barely conveys the enormous impact that Conceptual
art later had on the cutting-edge work of Lombardi and other artists. Constituting
as radical a paradigm shift as Cubism did earlier, Conceptual art is predicated on
differences between ontology and epistemology, as was the work of Duchamp,
whose reputation was being revived at the time Conceptual art was emerging in
the 1960s. Rather than regarding art as a surrogate being, as Apollinaire and Beuys
did, some prescient Conceptual artists including Robert Berry, Joseph Kosuth,
and Lawrence Weiner have explored the inability of art to manifest any essence,
including thought, and have focused instead on the kinds of meanings it can
and cannot communicate. Their researches are akin to Duchamp's readymades,
which are directed more to art practices and modes of ratifying meaning than
they are to fetishizing objects. Lombardi, an heir to this type of approach, was
clearly aware of art’s limited purview and the need to employ information as a
catalyst or vector directing viewers to draw their own conclusions from the
material before them. However, in taking the approach he did in his drawings,
his understanding of Herbert Marcuse's aesthetics enabled him to fulfill a
major goal of the Conceptualists while invoking formal and even transcendent
issues by presenting the content of his art in terms of differences between
form and subject matter.

HERBERT MARCUSE’S AESTHETICS

Even though Lombardi is a self-aware neo-conceptualist,® he felt no need to
repeat a course already delineated. Instead of closely adhering to Conceptual art,
which provided him with a distinct starting point for his work, he turned to the
New Left aesthetic theory of Herbert Marcuse, who in the late 1920s had studied
philosophy with Martin Heidegger and who later combined aspects of existential-
ism, phenomenology, and Marxism into his own cogent theory.

Lombardi once responded to an acquaintance at a party with the revealing
advice, “And, yes. Herbert Marcuse—read [him]. All [you can] and more. For my
work is based on Marcuse’s writing.”%” Although known primarily for his leader-
ship of the New Left and embodying the radical idealism of the student movement
in the 1960s, Marcuse also advanced an aesthetic theory in which formalism is
viewed, surprisingly, as a trenchant mode of political critique. This theory is evident



in a number of his writings, and received its definitive stamp in The Aesthetic
Dimension: Toward a Critique of Marxist Aesthetics.®® In this slender volume,
Marcuse reflects on the revolutionary power of formalism—so often denigrated by
Marxists as a necessary impediment to content or, more generally, an expendable
attitude—by declaring art's truth to lie in the subtle, yet crucial difference between
aesthetic form and the ideological content it is supposed to convey. Although
Marcuse does not spell out the reasons for this disparity, one might assume it

to occur when artists focus on their means, sometimes at the expense of their
subjects. Because art's form—which is always an idealization, according to
Marcuse—is at odds with the subject matter it encompasses, it is able “to break
the monopoly of established reality. . . . In this rupture, which is the achievement
of the aesthetic form, the fictitious world of art appears as true reality.>® By “ficti-
tious,” Marcuse most likely refers to the fact that art’s form—equated elsewhere
in his book with utopian transcendence—comeprises a different ideology from

the ensconced one and thereby has the capacity to alienate viewers from their
dominant worldview by interpolating them as subjects of an idealized or fictive
one. While form and content might work more in tandem than differentially, as
Marcuse indicates, this potential incongruity can become a decisive means for
critiquing a given reality if the necessary idealization of forms is understood as
being at odds with it.

This distinction between a light and lyrical form and an indicting or at least
interrogative content is the fulcrum on which Lombardi's work is poised. He recog-
nized this disparity when he wrote, “There is a slightly paradoxical element to the
world that appeals to me as well; drawings which at first glance appear to be rather
graceful maps or charts turn out, upon closer examination, to represent a vast
and sometimes disturbing web of international political business associations. "0

He pits the dry lyricism of his graphite traceries against the grand corruption
of the subjects fascinating him. The result achieves a remarkable incongruity, on
a par with Baudelaire’s elegant poems about Parisian slums. The ideal realm of
beauty to which Lombardi's drawings aspire is so out of kilter with his investiga-
tion of a Tom Clancy-type subject matter that his drawings function, according to
Marcuse's theory, as a utopian vantage point from which to survey the labyrinthine
international financial abuses that are so frequently the central focus of his art.
Well aware that these topics could easily overwhelm the formal elements of his
work, Lombardi cautioned his friends not to forsake too quickly the delicacy of
his art for the corruption it reveals, since it is predicated on the dialectic between
the two.8' Viewers of his work might also detect the tension caused by such 58. Herbert Marcuse, The Aesthetic
other polarities as the poetic and the analytical, or, aesthetic restraint and unbridled Dimension: Toward a Critique of
Marxist Aesthetics (Boston: Beacon
Press, 1977).
as beautiful, the differential between the two can be considered a basis for 59. Ibid., p. 6.

60. Lombardi, “Proposal for Over the Line.”

61. Deven Golden, conversation with the
contingent units. author, Brooklyn, New York, August 25, 2001.

greed. While they might conflate these dialectics so that corruption is perceived

perceiving disparities between these pairs, or, at the very least, oxymoronic and

39



40

62. Raphael Rubinstein, “Mark Lombardi at
Pierogi 2000,” Art in America 87, no. 6
(June 1999), p. 115.

63. Ken Johnson, “Mark Lombardi: ‘Vicious
circles,” New York Times, November 5,
1999, p. E-41.

64. Herbert Marcuse, One-Dimensional
Man: Studies in the Ideology of
Advanced Industrial Society (Boston:
Beacon Press, 1964).

65. Ibid., p. 61.

Perceptive critics often experience surprise when they recall that these
diagrams, which bring to light a shadowy realm of corruption, are beautiful.
Art in America critic Raphael Rubinstein wrote:

For all their density of information, Lombardi’s drawings are also visually
engaging: dense clusters of circles and lines give way to wide spaces
and sweeping arcs; other clusters break away from the central structure
to form independent units; the entire web is as delicately balanced and
interpenetrated as an Arshile Gorky drawing. These are objects that one
can contemplate rewardingly as abstractions, taking no heed of their
detailed references. But even as we look at them abstractly, Lombardi’s
drawings still offer a fascinating structural portrait of the hidden reality
that surrounds us.®

New York Times critic Ken Johnson similarly noted this disparity:

But they are also compelling as works of art. The airy, precise webs
expanding up to four or five feet across suggest a vile order underlying
apparent chaos; like the novels of Thomas Pynchon or John Le Carré,
they exude a resonant poetry of paranoia. It's thrilling to contemplate
the hidden, labyrinthine structures of real-world power that Mr.
Lombardi so elegantly traces.®

However, the temptation to overlook the delicacy and restraint of Lombardi’s
masterful drawings in favor of the startling connections they reveal is great when
one realizes the pervasive extent of the malfeasance committed by a relatively
small community of big-time financial players across the globe.

A NEW LEFT ARTIST IN A NEW RIGHT WORLD

Lombardi’s affinity for Marcuse was tied to this New Left philosopher's ideas
about the value of the alienating effect of some art, which pries people away
from the chimeras of dominant ideologies and enables them to see the world
dialectically, individually, and passionately. This was a theme articulated in his
landmark book One-Dimensional Man: Studies in the Ideology of Advanced
Industrial Society,®* which took issue with the hegemony of mid-twentieth-century
corporate capitalism. Taking an approach similar to that of his fellow Frankfurt
School associate Theodor Adorno, he bemoaned promoting great works as
“classics” because their critical voice would be lost; that is, instead of being
viewed as critical statements, they would be read as masterpieces and would be
discussed in these limiting terms. Rather than inciting resistance, the shock that
these works of art initially provoked would not even register among the medley
of voices constituting a new corporate-based totalitarianism.% Marcuse wished to



lobby for the freedom that could only come from a recognition of the pernicious
effects of dominant twentieth-century ideologies that commodified both people
and their desires. In sync with Marcuse, Lombardi wanted art to maintain a critical
edge and to pry people loose from habitual ways of thinking, so that they would
look anew at their world and find far-ranging connections where none were
thought to exist.

Marcuse's program of individuality through informed dissent was subsequently
countered in the 1980s and 1990s by Reagan’s New Right agenda and his policies
of deregulation, privatization, and globalization. This had the net effect of demoniz-
ing”liberals” and their advocacy of social welfare, making Lombardi's continued
subscription to Marcuse’s ideas even more important. Although Reagan seemed
to be offering a viable option for individualism, his concept was predicated on a
revitalization of the frontier myth and its ideal of dominant patriarchies and sub-
servient families. This ideal found favor with the Christian Right, which in the late
1980s began to align itself with the New Right—a development that is a subtext
of Lombardi's drawing dealing with Pat Robertson and his network of business
and political associates (cat. no. 24, p. 95). For Lombardi, the researcher of the
drug wars, one of the many problems with this New Right was its promotion of
supply-side economics, dubbed “Reaganomics,” in which the troika of low taxes,
reduced social-service expenditures, and increased military spending resulted
in diminished interest rates, rising inflation, and extended budget deficits. For
Lombardi, the artist, the failing of the New Right was its naive belief in trickle-
down economics, perpetrating the illusion that everyone would benefit. As his art
so clearly demonstrates, the problem is that greed and its handmaidens cronyism
and fraud consumed most of the offered tax relief, so that the rich became even
richer. In light of these differences, we might characterize Lombardi’s art as a
concerted New Left critique of New Right practices.

" ENVISIONING INFORMATION
Soon after Lombardi started in earnest to make fine-art diagrams of financial mal-
feasance, he began collecting examples of different types of graphs and flow-charts.
They range from a U.P.l. press photograph of Robert Kennedy usi<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>