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Access to the artwork Kassel Corridor: Elliptical Space, 1972 [9]
To enter the corridor please ask the Info Point at the Entrance Hall
for daily availability of one-hour slots and for key and guidelines.

Cultural Mediation

Cultural mediators are present in the exhibition spaces to answer
questions from the public, give information and context elements that can
deepen the fruition of the artworks. The dialogue between mediator and
visitor should take place in compliance with social distancing policies

and the norms on the protection of personal health.

Public Program

The exhibition is accompanied by a series of events that allow visitors to learn
more about some of the themes of the show and of Bruce Nauman’s work.
Discover more on our website.

Bruce Nauman

Bruce Nauman (Fort Wayne, Indiana, 1941; lives and works
in New Mexico) is one of the most influential figures in
international contemporary art. Since the 1960s, he has
conducted a personal investigation into the potential and
meaning of creating art, exploring a variety of media, in-
cluding installation, video, sculpture, performance, pho-
tography, drawing, and sound, with a radical, cross-cut-
ting approach. His work often aims to disrupt established
parameters and references—spatial and temporal as well
as conceptual—putting the viewer in a destabilizing condi-
tion. Drawing on artists and intellectuals such as Samuel
Beckett, John Cage, Merce Cunningham, Man Ray, and
Ludwig Wittgenstein, Nauman addresses complex uni-
versal themes of the human condition, dealing with lan-
guage, body, control, and identity.

His early studies in mathematics at the University of
Wisconsin, which he undertook before moving on to art
courses at the same university, were an important forma-
tive moment of knowledge and analysis of logical thought
and the structures underlying reality. Nauman himself
recalls, «I started out as a mathematician. I didn’t be-
come one, but I think there was a certain thinking pro-
cess which was very similar and which carried over into
art. This investigative activity is necessary. I think that
we trust too much in accepting traditional validations.»
After having transferred to the University of California in
1965 to follow the new, more open program of the Davis
campus, near Sacramento, Nauman broadened his artis-
tic path. He abandoned abstract painting and began to
employ media that went beyond the two-dimensionali-
ty of the pictorial surface, coming into contact with the



demands and experimentations of the time. During those
years, visual arts, as well as dance, music, and perfor-
mance, searched for a shared ground and a language ca-
pable of dissolving all boundaries between artistic disci-
plines. Examples include the minimalist explorations of
the sculptures and spatial installations of Richard Serra,
Robert Morris, and Carl Andre, who reduced art to abstract
forms in direct connection with the visitor’s experience;
the reflections on the body in the post-modern dance
developed by Merce Cunningham and the Judson Dance
Theater in New York (with figures such as Trisha Brown
and Yvonne Rainer); the concept of the subjective dura-
tion of time in John Cage’s musical compositions, as well
as the use of silence as a sound element; and the exper-
iments with the moving image in which the device of film
is a means of probing the inner condition by artists such
as Joan Jonas and Vito Acconci.

At the same time, Nauman has used the body as a research
tool, a collector of physical and metaphorical experienc-
es. Through the technique of casting, he has explored the
scale and proportions of his own body in works such as Wax
Impressions of the Knees of Five Famous Artists (1966)—
afiberglass and resin surface in which he impressed the
cast of his knees five times—or Henry Moore Bound to Fail
(1967/1970)—that shows Nauman's back with his arms tight
with rope. This research has made the body itself object
and subject: in Neon Templates of the Left Half of My Body
Taken at Ten-Inch Intervals (1966) Nauman transposed his
own figure three-dimensionally by arranging neon tubes
vertically about 25 centimeters apart.

In addition to being conceived as a sculptural medium in
motion, the artist’s body became the focus of experimental
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performances that were also made in the absence of an
audience and filmed with a16mm camera or a fixed video
camera. Nauman started adopting repeated movements,
positions, and basic actions like walking—often evoked
in the title of the works—to delineate the physical and
mental space of his studio, and documented them to be
played in a continuous loop, as in the case of Walking in
an Exaggerated Manner Around the Perimeter of a Square
(1967-68). In this sense, the studio took on the meaning
of a place that, as a field of investigation, gives any activ-
ity—even the most basic—the status of art: «Ididn’t know
what to do with all that time. There was nothing in the
studio because I didn’t have much money for materials.
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So I was forced to examine myself and what I was do-
ing there.» In this context, the artist created the sem-
inal piece Walk with Contrapposto (1968), that would
spark the reflections of many artworks made over the fol-
lowing years. The video shows the artist walking slow-
ly back and forth along a corridor only 50 centimeters
wide, specially constructed in his studio. From this mo-
ment onwards, the architectural structure of the corridor
would become a recurrent theme in his artistic produc-
tion and was developed into increasingly complex works
and installations from the late 1960s. In fact, thanks to
the suggestions of the critic and historian Marcia Tucker
during a studio visit, the following year Nauman pre-
sented the narrow wooden corridor as an installation it-
self titled Performance Corridor (1969). In a letter to
the curators James Monte and Marcia Tucker, he wrote,
«The piece I explained is less a sculpture than a prop for
the performance of a dance or studio exercise which I vid-
eo-taped. In the museum situation it serves to severely re-
strict and then re-enforce the available audio, visual, and
kinesthetic response of anyone who walks in or around
the walls—probably the function of any artwork.» In this
installation it is no longer just the artist’s body, but that
of the audience that becomes the potential performance
subject, user, and at the same time activator of the work.

Over the following decades, Nauman extended his spatial
and architectural investigation by creating numerous corri-
dors and rooms, spaces designed to generate physical and
mental experiences, such as Corridor Installation (Nick
Wilder Installation) (1970) and Kassel Corridor: Elliptical
Space (1972). Conceived for a solo show at the Nicholas
Wilder Gallery in Los Angeles and for the fifth edition of
documenta in Kassel respectively, these installations
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expand on his observations on the perception of space
and time (Kassel Corridor, for instance, is accessible to
one person at a time for the duration of an hour) and of
the self-image mediated by electronic and recording de-
vices that often distort what we tend to define as “real.”

In the 1960s language already played an essential role

in Nauman'’s artistic practice based on simple actions,
particularly the use of the written word, voice and puns,
which he sometimes even used as titles, often with ironic

or ambiguous tones. These aspects are also widely pres-
ent in the installations made with neon lights, which of-
ten appear as statements or exhortations in textual form,
as in the iconic spiral entitled The True Artist Helps the

World by Revealing Mystic Truths (Window or Wall Sign)

(1967) or in Eat Death (1972), in which the two terms—eat
and death—overlap, creating a visual and conceptual

short circuit. The exploration of linguistic processes also

recalls the theories of the Austrian philosopher Ludwig
Wittgenstein (1889-1951), particularly his reflections on

the relationship between thought and language in his
Tractatus Logico-Philosophicus (1921) and Philosophical
Investigations (1953). Nauman'’s sensitivity towards the
potential of the word and its multiple meanings emerges

in works that reflect on identity both in personal terms,
as in the neon sign My Last Name Exaggerated Fourteen

Times Vertically (1967), in which he wryly deforms the cal-
ligraphy of his own surname, and in a more universal and

collective sense, as in the print on Mylar entitled The True

Artist Is an Amazing Luminous Fountain (Window or Wall
Shade) (1966).

Moreover, in some installations the analysis of how space
can generate unsettling sensory experiences progressively
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leads the artist towards dematerialization: artworks are

no longer necessarily physical structures, but it is sound—
particularly the artist’s words and voice—that creates in-
tangible architectures. Examples include Raw Materials

(2004), that provides an insight into the sources of some

of Nauman’s best-known works, Get Out of My Mind, Get
out of This Room (1968) and the so-called Tunnels devel-
oped in the 1970s and early 1980s. This series of imaginary

underground architectures is an opportunity for Nauman

to focus on empty, permeable, and unstable spaces with

respect to the relationship between the idea and its formal

embodiment. Even in his production from the 1980s on-
wards, which feature more explicit references to politics,
the violence of human relations, sexuality, and death, the

artist maintains that ability to shift continuously from one

medium to another—such as in the neons One Hundred
Live and Die (1984) and Hanged Man (1985), or the video

installation Clown Torture (1987), a metaphor for the dis-
turbing and controversial logics that regulate the soci-
ety in which we live.

Forover fifty years, Nauman has been expanding the defi-
nitions of sculpture and art, eschewing unambiguous inter-
pretations. His production is featured in important collec-
tions, and his artistic career is marked by a series of solo

exhibitions and prestigious awards, including the Golden

Lion for Lifetime Achievement at the Venice Biennale in

1999 and the award for Best National Participation with

the United States Pavilion in 2009. His pioneering re-
search has influenced entire generations of artists, and

his attention to the complexity of the everyday experience

has kept him at the center of artistic debate to this day.

The Exhibition

“Neons Corridors Rooms” features thirty works creat-
ed since the second half of the 1960s with a focus on
Nauman’s spatial research, bringing together for the
first time in a single exhibition his various types of cor-
ridors and rooms, along with six neon works, five video
and sound pieces, and a selection of Tunnels—his sculp-
tural models for underground architecture. Realized from
1968, the corridors are structures designed to manipu-
late, record and challenge the visitors’ experience and
movements within a space, forcing them to take a path
that is both physical and emotional.

Spread throughout the more than 5,000 square meters
of Pirelli HangarBicocca's Navate and also in the Reading
Room and the area outside the building, the exhibition nar-
rative retraces almost forty years of Nauman’s research.
Without following a strictly chronological order, the show
highlights the artist’s developments, thematic connec-
tions, and continual investigations on architecture, the
use of light, sound, language, and video, as well as the
relevance of his work in the current debate.

PIAZZA/ENTRANCE

il

The exhibition opens with an installation emblematic
of Nauman’s experiments with space and light: Dream
Passage with Four Corridors (1984), a structure with
a cross-shaped plan consisting of four corridors, only
two of which are open and accessible, converging at
the centerin a square room. Two tables, with two chairs
each, are arranged in the intersecting area. One table
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and its chairs stand on the floor, the others are fixed to
the ceiling. Alternating yellow and red fluorescent tubes
draw lines on the floor and ceiling. Originated from two
earlier versions from 1983, which were simpler and con-
sisted of only one and two corridors respectively, this
work disrupts the usual spatial references (high-low,
right-left, inside-outside), generating a sense of dis-
orientation and claustrophobia in the visitor, amplified
by the use of lights. The genesis of the piece is linked
to a recurring dream of the artist—also referenced in
the title—set in a corridor that leads to some rooms,
and in which the architectural elements are doubled or
replicated endlessly, giving rise to a potentially infinite
structure with no way out.

Near Dream Passage with Four Corridors and at the be-
ginning of the Navate are presented the neon sculp-
tures The True Artist Helps the World by Revealing
Mystic Truths (Window or wall Sign) (1967) and My
Name as Though It Were Written on the Surface of
the Moon (1968). The first work is shaped as a spiral
reproducing the title’s words. Inspired by illuminated
advertising signs, it was originally affixed in Nauman’s
studio in San Francisco so that both sides were visible.
Referring instead to the wry, playful indication evoked
by the title, My Name as Though It Were Written on the
Surface of the Moon is a sort of linguistic paradox: the
artist replicates his own name (bbbbbbrrrrr-
ruuuuuuuuuuucccccceeeeee) using a light blue neon
light as though it were ideally written on the Moon,
where other environmental conditions and physical
laws apply. Despite their diversity, the two works deal
with similar and related themes. While on the one hand,
The True Artist Helps the World by Revealing Mystic Truths

(Window or Wall Sign) serves as an aphorism to convey
a universal maxim, like a sort of exhortation concern-
ing the artist’s role in relation to the community and
the world, on the other, My Name as Though It Were
Written on the Surface of the Moon reflects on identity
in personal terms, almost like an exercise in imagina-
tion. According to the curator and critic Jane Livingston,
«The use of the artist’s name here is comparable to his
use of his body as a “mere” device.»

NAVATE/FIRST AREA

[6]
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At the beginning of the Navate a selection of works con-
ceived between the late 1960s and early 1970s traces
the development of Nauman’s environmental research,
in which the artist manipulates, captures, and tests
the viewer’s reaction and movements within an en-
closed space. The architecture of this body of work in-
vites visitors to become aware of their own limitations
and corporeality along a both physical and emotional
path. Next to Performance Corridor (1969), the first
corridor that Nauman ever created and displayed in the
exhibition “Anti-illusion: Procedures/Materials” at the
Whitney Museum in New York in 1969, is a monitor that
screens the performance Walk with Contrapposto
(1968). The video shows the corridor—the first mock-
up that the artist made in his studio—in which Nauman
walks slowly back and forth, placing one foot in front
of the other and using his body to mime what is known
as contrapposto, a recurrent pose in ancient sculpture
used to add dynamism to statues. Reversing the roles
between subject and object, activator and spectator,
Get Out of My Mind, Get Out of This Room (1968)
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Solomon R.
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New York. Panza
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Whitney Museum, New
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merges sound and archi-
tecture. Two loudspeakers
hidden inside the walls of
acramped room spread the

artist’s voice obsessively
repeating in different into-
nations the imperative of
the title “get out of my
mind, get out of this room.”
The phrase resonates with-
in the totally empty space,
bare except for a light bulb
hanging from the ceiling, also evoking a mental place.

Developments and variations on the form of the first corri-
doremerge in subsequent works. Nauman introduces many
proportions, floor plans, objects, sound or recording de-
vices, lighting, and access modes on every occasion, so
as to offer a different sensory and psychological condition
foreach visitor. From the narrow, elongated space of Green
Light Corridor (1970), saturated with green fluorescent
light, the show continues with the installation made of an
elliptical plan entitled Kassel Corridor: Elliptical Space
(1972) that, allowing only one visitor to enter at a time fora
maximum of an hour, investigates both subjectivity in the
perception of time and the relationship between public and
private. Conceived by Nauman for the Galleria Frangoise
Lambert in Milan and exhibited at Pirelli HangarBicocca for
the first time since then, Funnel Piece (Frangoise Lambert
Installation) (1971) features a wedge-shaped structure in
which natural light concurs to the experience of the work.
The distinctive wedge shape is, moreover, a device that the
artist also adopted in other works to convey a sense of con-
striction. Similarly, Corridor Installation with Mirror -
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San Jose Installation (Double Wedge Corridor with Mirror)
(1970) is characterized by a V-shaped plan: the progres-
sively shrinking space creates a growing sense of physi-
cal oppression in those who walk along it, causing a feel-
ing of disorientation amplified by the presence of a mirror
at the end, which only reflects the person close to the ad-
jacent opening instead of the person in front of it.

The installation entitled Wall with Two Fans (1970), con-
sisting of two fans positioned at the opposite ends of a
wall to create an environment of sound and air, is charac-
terized by the investigation of the dematerialization of ar-
chitectural volumes and the “extremely tactile quality
without having to be touched.” A further variation of the
typology of “U-shaped corridor” can be found in Going
Around the Corner Piece with Live and Taped Monitors
(1970), consisting of a system of a closed-circuit camera
and of two monitors installed on either side of a wall, of-
fering the visitor a distorted and unsettling experience of
reality: on one side, the video camera seems to record
what is seen on the first monitor, which instead reproduc-
es a pre-registered image of the empty space; around the
corner, on a second monitor positioned at the opposite
end, the fleeting image of the visitor seen from behind ap-
pears, transmitted by the circuit system with a slight de-
lay. One of the earliest—and most complex—corridors in
which Nauman uses the video camera as a means to re-
cord an activity and let the viewer visually “enter” the work
is Corridor Installation (Nick Wilder Installation) (1970).
Composed of six corridors of different widths, not all ac-
cessible, it features a complicated system of closed-cir-
cuit cameras connected to four monitors and is designed
to create spatial and temporal disorientation. Indeed, the
viewers' perception of themselves is constantly



distorted by the perspective from which they see through

the monitors their own image or the one recorded in a cor-
ridor ending in an otherwise inaccessible empty room. The

footage in some cases undergoes alterations in terms of
speed, oris rotated by 90 degrees.

NAVATE/CENTRAL AREA
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The central area of the exhibition features a series of in-
stallations that explore the sensory dimension and our
emotional response to elements such as sound, light,
movement, and the sense of touch in an increasingly com-
plex way. This draws to research in the field of the psy-
chology of perception and Gestalt psychology, a school
that originated in Germany around the 1930s, also known
as the “Psychology of form.” Transcending the idea of the
artwork as an element to be enjoyed exclusively through
sight, Left or Standing, Standing or Left Standing
(1971/1999) consists of a rectangular outer body encom-
passing a trapezoidal one, pervaded by an intense yellow
light. Since its first presentation at the Leo Castelli Gallery
in New York in 1971, the work has been accompanied by a
short text: «In away it's a poem that stands by itself, next
to the space, without describing it. The writing is about
language; it includes a kind of anxiety that the space
seemed to generate.» While in Left or Standing, Standing
or Left Standing it is the fluorescent light that generates
a residual, falsified image, in Corridor with a Parallax
(1974) it is the rectangular bars applied to the inside of the
walls at eye level that create an optical effect in the view-
er who, when staring at them, has the illusion of perceiv-
ing a third square shape in correspondence with the emp-
ty space between them.

(9]
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Referring back to his own oneiric activity and the recur-
ring dream of a hotel corridor with a series of rooms,
Nauman highlights the tension between public and pri-
vate space in False Silence (1975) and Changing Light
Corridor with Rooms (1971). Both installations consist of
a narrow corridor onto which are grafted, approximate-
ly halfway down, two triangular rooms in the first case
and a triangular and a rectangular room in the second.
Whereas in False Silence it is the recorded voice of the
artist, intent on reading the verses of one of his poetic
texts (“I don’t sweat/I have no odor/I inhale, don’t ex-
hale/no urine...”) that calls into question the physical
experience, in Changing Light Corridor with Rooms it
is the two flashing lights with staggered timing located
in each environment, that create a sense of bewilder-
ment. A similar luminous rhythm returns as a destabiliz-
ing device in the adjacent neon entitled One Hundred
Live and Die (1984). One of the artist’s most famous and
iconic installations, it consists of a monolith composed
of four columns of neon tube text, each made up of 25
dichotomous pairs of verbs, forming 100 phrases asso-
ciated with the concept of life and death: in the first and
third columns, the sentences end with “die,” while in the
second and fourth they end with “live.” By switching
these antithetical moments on and off, the work meta-
phorically represents an (impossible) attempt to synthe-
size human existence through language.

NAVATE/THIRD AREA

In the late 1970s and early 1980s, the concept of inac-
cessibility, already explored in various previous corri-
dors and rooms, converges in works that represent
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spaces that are intangible or accessible to visitors only
via mental and cognitive processes. In particular,
Nauman designs a series of sculptures as utopian and
virtual models of underground tunnels, architectures
that have never been constructed. The imposing fiber-
glass structure of Untitled (Model for Trench, Shaft,
and Tunnel) (1978), formed by three partially suspend-
ed rings tangent to each other, seems to defy the laws
of gravity and conveys an idea of instability and imper-
manence. Similarly, the three elements that form the
sculpture Three Dead-End Adjacent Tunnels, Not
Connected (1981), although contiguous, never intersect
and they lead nowhere; whereas in Model for Tunnels:
Half Square, Half Triangle, and Half Circle with Double
False Perspective (1981) Nauman combines different
forms and materials to create an indeterminate space
charged with tension. As the artist underscores, «I find
triangular spaces really uncomfortable, disorientating
kinds of spaces, not like a circle or a square that give
you security.» Black Marble Under Yellow Light
(1981/1988) on the other hand, deals with the idea of the
distorted perception of reality: while at first glance the
thirty-five black marble cubes, arranged in an “X” in a
room flooded with yellow fluorescent light, appeariden-
tical, there is a discrepancy between them. Half of the
cubes are in fact slightly smaller, so that the whole dis-
plays an imperceptible dynamism and imbalance.

Although Nauman has never been openly associated
with any political movement, themes like the sense of
injustice, cruelty, and the awkwardness of social rela-
tions are central to his practice. In Musical Chairs (1983),
for example, both the title and the suspended compo-
sition evoke the typical children’s party game. However,

Double Steel Cage
Piece, 1974

Museum Boijmans Van
Beuningen, Rotterdam
Installation view,
Sperone Westwater
Fischer, New York, 1976
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in the artist’s words, the work is also a reflection on the
underlying violence: «The chair becomes a symbol for
a figure—a stand-in for the figure. A chair is used, it is
functional; but it is also symbolic. Think of the electric
chair, or that chair they put you in when the police shine

the lights on you.» A sense of frustration and oppres-
sion can also be perceived in other installations: in
Double Steel Cage Piece (1974) two metal cages placed
one inside the other form a narrow corridor that is diffi-
cult to traverse and that leads nowhere (the inner room
is inaccessible), subjecting the visitor who decides to
enter to the inquisitorial gaze of those outside. Similar
observations recur in the neon works displayed along
the left wall of the Navate, with which the artist probes
the formal and psychological nature of language and
the transformative potential of the written text. In Run
from Fear, Fun from Rear (1972), Nauman exploits the
ambiguities of language and plays with double enten-
dre, while in Human Nature/Knows Doesn’t Know
(1983/19886) it is the words themselves that create an
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emotional tension, and in Hanged Man (1985) the game
of hangman tauntingly recalls the disturbing aspects of
childhood and the multiple facets of human existence.

CUBO AND OUTDOOR SPACE

[28]

[29]

The installation displayed in the Cubo, Mapping the
Studio II with color shift, flip, flop, & flip/flop (Fat
Chance John Cage) (2001), resumes the key role of the
studio in Nauman'’s creative practice. Here Nauman vir-
tually transposes his work space in New Mexico to an-
other physical location through seven large projections
that simultaneously portray the “activities” that take
place there at night. On the basis of forty-two hours of
footage shot over seven months, the images were edit-
ed into a sequence of almost six hours, then chromati-
cally altered or reversed, creating a rarefied atmosphere
in which nothing (apparently) happens for most of the
time, except for the occasional passage of a cat, mouse
or a moth, or the howl of a few coyotes in the distance.
The title’s explicit reference to the artist John Cage (1912-
1992) is linked to the work’s element of chance and in-
determinacy: while Cage based the creation of his sound
and musical compositions on these concepts, Nauman
transposes them here visually, leaving room for uncon-
trollable external factors, and using the generally over-
looked and seemingly irrelevant aspects of the world
around us as artistic material.

Outside, along the area running parallel to the Navate,
Raw Materials (2004) creates a mere soundscape.
Commissioned for Tate Modern’s Turbine Hall in 2004
and displayed outdoors for the first time at Pirelli
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HangarBicocca, it reproduces an audio loop of twen-
ty-one recordings associated with the same number of
works previously made by the artist, some of which are
featured in the exhibition—One Hundred Live and Die;
False Silence; Get Out of My Mind, Get Out of This Room;
Left or Standing, Standing or Left Standing; Anthro/Socio
(Rinde Spinning). Through the creation of a kind of in-
tangible corridor formed solely by sound, Nauman stag-
es acomplex allegory about the deeper meaning of com-
munication. Finally, the video installation Anthro/Socio
(Rinde Spinning) (1992)—featured in the Reading Room
and accessible from the museum’s entrance hall as an
epilogue or prologue to the exhibition narrative—pres-
ents the image of the rotating head of performer Rinde
Eckert obsessively repeating “Feed Me/Eat Me/
Anthropology,” “Help Me/Hurt Me/Sociology,” and “Feed
Me/Help Me/Eat Me/Hurt Me.” Expanding on his research
into the deconstruction of language and the use of the
disembodied voice, even the title evokes Nauman'’s
perpetual interest in the observation of human nature.



Selected Exhibitions

Many internationally renowned institutions have presented
Bruce Nauman’s personal exhibitions and projects,
including M Woods, Beijing (2022); Punta della Dogana/
Pinault Collection, Venice (2021-22); Stedelijk Museum
Amsterdam (2021); Tate Modern, London (2020-21); Museo
Picasso Malaga (2019); Schaulager, Basel, MOMA Museum
of Modern Art, and MoMA PS1, New York (2018-19);
Philadelphia Museum of Art (2016); Fondation Cartier, Paris
(2015); Museum of Contemporary Art, San Diego (2008);
Berkeley Art Museum, Castello di Rivoli Museo d'Arte
Contemporanea, Turin, and Menil Collection, Houston
(2007-08); Tate Modern, London (2004), as well as the
great retrospective held in 1993-95 at Walker Art Center,
Minneapolis, and Hirshhorn Museum, Washington D.C. His
first retrospective was presented at Los Angeles County
Museum of Artand traveled to Whitney Museum of American
Art, New York as well as other international institutions
(1972-74). Nauman also took part in many group shows and
biennials, including Venice Biennale (2015,2013,2007,1999,
1987, 1980, 1978) and documenta, Kassel (1992, 1982, 1977,
1972,1968). He has been the recipient of numerous awards
and honors, such as Frederick Kiesler Prize for Architecture
and the Arts, Austria (2014); Centennial Medal Laureates,
American Academy, Rome (2009); Beaux-Arts Magazine
Art Awards: Best International Artist, Paris, Praemium
Imperiale Prize for Visual Arts, Japan (2004); Honorary
Doctor of Arts, California Institute of the Arts, Valencia
(2000); and Wolf Foundation Prize in Arts (Sculpture),
Israel (1993). In 2009 he represented the United States at
the 53. Venice Biennale winning the Golden Lion for best
international participation, while in 1999 he won the Golden
Lion for career achievement at the 48. Venice Biennale.

This publication accompanies the exhibition “Neons Corridors Rooms” by Bruce Nauman
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