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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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Fig. 3. John Vanderlyn, Panorama
of the Palace and Gardens of
Versailles, 1814-19 (detail)
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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.
34
System.* In this landmark structuralist overview published in 1974, Wallerstein A R O SIS
theorizes capitalism as a five-hundred-year-old system predicated on primarily Euro- World System: Capitalist Agriculture

and the Origins of the European

American dynamics, which resists being organized into an empire while holding ) )
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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 rev<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>