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in this ingimate coupling 5Tt nen ahd iNow; pastuhia ~atechntired imealorndisevenea are.badias.and. other
S DA AT [agre- s inn | pna b ays mae fﬂhcl&'"'ﬂg {\F mMase SII"I(‘] WP;U]_

present? This is what this exhiksz

The term ‘neo-pre-Modernism’ might best describe
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31 ot
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created an infinite number of times, but he must create [. This exhibition began as a paper entitmie Ssmmgdane
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frames, in order to go forward.”* a0 (UR) ﬁf ¥ }i[_n T ;d VO?ﬁomr:fEaE i)
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Front: Christian Vincent, Field of Frames, 2001,
oil on canvas, 84 x 110 inches
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