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Miriam Böhm
RATIO 3
1447 Stevenson Street
March 12–April 24
Miriam Böhm’s first solo exhibition, “Inventory,” consists of
photographs of nondescript rectangular packages, mostly
wrapped in brown paper and bubble wrap, which the artist
has arranged, photographed, cut out, and rephotographed
against vaguely bureaucratic backgrounds that evoke the
doldrums of office cubicles. The resulting works are like
Dutch still lifes reimagined in a UPS store. As the show’s
title suggests, Böhm’s exacting vision is deployed as a
critique of the art object: its reification and reduction into so
many packages that are distributed via a myriad of avenues
both old and new, including shippers, art handlers, dealers,
galleries, museums, fairs, websites—in short, all the
accoutrements of the ever-expanding art-world machine.
As a grouping, Böhm’s photographs read as vanitas
paintings for the post-boom age, invoking Barthes’s critique
of a world become object. In this sense, the work shares its
critical edge with Merlin Carpenter’s currency paintings (and
even with Warhol’s dollars, for that matter), echoing neoMarxist grumblings on the persistence of the (pristine) art
object. It’s somewhat of an irony, then, that Böhm’s works
Miriam Böhm, Inventory VI, 2010, color
are themselves so alluring. There is a strong painterly
photograph, 27 1/2 x 20 3/5”. From the series
quality that emerges in perusal that renders each piece
“Inventory,” 2010.
unctuous and enigmatic. In a strange way, this is also the
work at its most affecting, as the photographic is haunted by
the history of painting. This is evident in the mannered arrangements and trompe l’oeil, with their
echoes of Flegel and van Beijeren, as well as German still lifes, and also through her play with
perspective in the lure of those impossible spaces “behind.” Böhm’s is a poetic dissonance that stops
short of pastiche, and it is here that the studied banality becomes tremulous, resonating with some of
the fundamentals of representation: the fallibility of perception, the rapture of the surface. It proves to
be potent magic for such tidy little parcels.
— Franklin Melendez

Alisha Kerlin
“Solid-State”
Tucker Nichols
Carolee Schneemann
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Nashashibi/Skaer
David Goldblatt

Los Angeles
Jack Pierson
Stanya Kahn
Rachel Whiteread
Dennis Oppenheim
Moris
Macha Suzuki
Chris Martin
Cayetano Ferrer
Michael Dopp
Robin Rhode
“Las Vegas Studio:
Images from the Archives
of Robert Venturi and
Denise Scott Brown”
Alice Neel

Libby Black
MARX & ZAVATTERO
77 Geary St., Second Floor
March 20–April 24
Economic crises have, thankfully, given artists a reason to
restyle the lens through which we view luxury brands. Even
Takashi Murakami favored Zen over Louis Vuitton in recent
work. Libby Black carved out a career during recent years
tracking consumer aspiration by re-creating (or inventing)
designer-label objects—Chanel surfboards, an entire Kate
Spade boutique––from paper, hot glue, and acrylic paint, as
well as imperfectly redrawing well-selected fashion
magazine ads. Her niche might be called psychologically
charged DIY consumer satire, and her work reflects real
desires and disappointments. It’s heartening to report that
Black’s latest exhibition of sculpture, painting, and drawing
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Black’s latest exhibition of sculpture, painting, and drawing
aptly limns a moment in which global consumers trendily
downscale back to the land. Goyard Recyclable, 2009, for
example, is a modestly scaled gouache-on-paper depiction
of a pricey handbag filled with organic veggies, while two
other works—one drawing, one sculpture––depict little
garden shovels with monogrammed handles. It’s amazing
how the thought of soil cuts the glare of conspicuous
consumption—as do reduced price points (see Vans
Shoebox, 2010).

“Desire”

— Glen Helfand

Ben Ruggiero

Boston

Libby Black, Me And Bobby McGee, 2010,

This time around, Black also reveals more personal sides of pencil on paper, 33 x 25".
consumer motivation. Forbidden Fruit Basket, 2010, is a
sculptural still life of zippered Hermès coin purses—Claes Oldenburg meets Carmen Miranda—but
when seen in context with a series of gouaches of lesbian pulp novel covers (one titled Libby), desire
is pinpointed, and superbly evoked, particularly in the pencil drawing Me and Bobby McGee, 2010, a
nude self-portrait of the artist as a bead-wearing Janis Joplin. That celebrity was an icon, and here she
seems appropriated the way the Gap used a khaki-ed Steve McQueen in past advertisements. Black’s
ownership of Joplin points to an investment more valuable than endorsement fees.

PERMALINK

TALKBACK (0 COMMENTS)

E-MAIL

PRINT

Gina Dawson

Chicago
“Production Site: The
Artist’s Studio Inside-Out”
Jessica Labatte
Daniel Albrigo and
Genesis Breyer P-Orridge

Cincinnati
“Starburst: Color
Photography in America:
1970–1980”

Healdsburg
“Endgame”

Houston
The Yes Men
“An Exhibition of
Proposals for a Socialist
Colony”
Emilie Halpern and Eric
Zimmerman

Miami
JJ PEET

New Orleans
Quintron and Miss
Pussycat
Shawne Major

Portland
Ditch Projects
Toshiko Okanoue
Natascha Snellman
David Shaner

Providence

“Group Show”
JACK HANLEY GALLERY
395/389 Valencia Street
April 3–April 28
For the past two decades, dealer Jack Hanley has perhaps
been the Bay Area’s unofficial goodwill art emissary. He has
not only brought important contemporary artists to San
Francisco—back in the early 1990s he introduced Jack
Pierson, Karen Kilimnik, Zoe Leonard, and others––but he
has also done much to activate and to popularize,
particularly at art fairs, a funky brand of Conceptualism
emerging from the studios near his Mission District gallery.
The fact that Hanley is shuttering his West Coast operations
to focus on his Watts Street space in New York is cause for
reflection. Fittingly, the final exhibition in the San Francisco
gallery focuses on recent works by nine artists who currently
live and work in the neighborhood, or got their start in
Hanley’s northern-California outpost.
The group show is a modest but aesthetically cohesive
expression of Hanley’s adventuresome inclinations and
hippie-utopian roots, which add a hearty rock-’n’-roll spirit
and penchant for easily obtainable materials. Highlights
include pleasing geometric abstractions on found wood by
Alicia McCarthy; a robotic tree sculpture by Kal Spelletich;
an earthy, rust-hued Tauba Auerbach painting; and a
collage depicting stalactites by Leslie Shows. Other
standouts include digital prints by Shaun O’Dell and the
palimpsest of a magazine-appropriated home interior by
Carter.

Chris Johanson, though, sums up the show’s spirit best in one half of a diptych that includes a circular
cutout, within which he has scrawled the title: Focus Your Energy Away from There to Here Where It Is
Better, 2010. Possibly made for the show, the piece, which also includes a second panel with an
exploding burst of color, makes a fitting sendoff to a city witnessing the departure of a dealer with
similarly youthful verve.

Carey Young

— Glen Helfand

San Antonio
Alejandro Cesarco

Chris Johanson, Focus Your Energy Away
from There to Here Where It Is Better, 2010,
acrylic and house paint on found wood, 32 x
21”.
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San Diego
Ruben Ochoa

Seattle
Elias Hansen
“Kurt”

Ewan Gibbs
SAN FRANCISCO MUSEUM OF MODERN ART
151 Third Street
January 16–June 27
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January 16–June 27
The not-unfounded stereotype of northern-California fog is
well suited to Ewan Gibbs’s modestly scaled, labor-intensive
graphite drawings, which previously depicted famous
buildings and anonymous hotel rooms. This exhibition
comprises eighteen works, commissioned for SF MoMA on
the occasion of its seventy-fifth anniversary, and are titled
as a group San Francisco, 2009. They show tourist views—
think snapshots from Flickr instead of postcard-perfect shots
of Coit Tower and the Golden Gate Bridge—that subvert
image conventions through their conceptual strategies.
Gibbs constructs his works through the repeated inscription
of a single mark. This method translates into thousands of
tiny slashes or circles, notations borrowed from knitting
patterns, which in turn form pale, monochromatic views of
the streets of San Francisco. The British artist’s visual
tropes echo Photorealist strategies; the results look
something like pint-size versions of early Chuck Close
works crossed with Robert Bechtle’s paintings of impassive
Bay Area abodes.
Gibbs’s quietly demanding output reveals itself slowly—most Ewan Gibbs, San Francisco (detail), 2009,
emphatically in his wan rendering of the Transamerica
graphite on paper, 11 11/16 x 8 1/4".
Pyramid, which is made nearly invisible by a blanket of fog.
With a deft hand, the artist manages an impressive amount
of tonal variation within his tight framework, yet more compelling is how he encapsulates issues of
temporality in his compositions. While the photographic sources were culled from brief visits to San
Francisco, Gibbs manages to transform travelogue into an extended poetic meditation.
— Glen Helfand

Polixeni Papapetrou
Mel Bochner
Charles Avery
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Altkirch
Simon Faithfull and
Christoph Keller

Berlin
“Conversation Pieces: A
Chamber Play”
Ida Ekblad
Marc Brandenburg
Bruce LaBruce
Martin Eder
Ellen Harvey
Mark Wallinger
Arturo Herrera
“Rethinking Location”
Florian Pumhösl
Elizabeth Peyton
Ali Mongo
Gordon Matta-Clark
Olafur Eliasson

Cologne
Dominik Sittig

Hamburg
Suse Bauer

Munich
Maria Lassnig

Milan
Jan De Cock

Lucas Michael
SILVERMAN GALLERY
804 Sutter Street @ the corner of Jones
June 11–July 17
Lucas Michael’s latest exhibition presents a series of
suggestive codes and partial ciphers that slowly but surely
seduce viewers into his stark and insightful exploration of
sexuality. As its title implies, “After Hours” treads on some
nebulous terrain: The large-scale charcoal and graphite
number drawings turn out to be one-to-one renderings of
building signs for sex clubs; a series of soft sculptures,
Lucas Michael, Being Bree, 2010, still from a
color video, 12 minutes 51 seconds.
haphazardly arranged, come to evoke the commingling of
bodies; and an imposing mirrored booth is in fact a replica
of a glory hole. In each of these cases, Michael expertly subverts elements of graphic design, using its
elegant lure to implicate viewers as unwitting spectators. Under the glare of the gallery lights, we are
suddenly faced (if not propositioned) with an illicit encounter that opens onto an intimate meditation on
the nature of compulsion, fantasy, transgression and the politics of sublimation.
Invariably, a subtle if somewhat elusive political undercurrent surfaces in this work—particularly in the
series of pencil drawings of outmoded books pathologizing homosexuality. However, the impact of these
renderings relies as much on their historical import as on the way in which they imbricate personal
history with questions of material and process. In this, Michael evokes Tom Burr, creating spare but
emotive interventions that undermine Minimalist solipsism with the exigencies of affect. This is a
delicate negotiation that at its best employs the idea of the personal to rethink the aesthetics of
reduction. The approach is perhaps best captured by the single-channel video Being Bree, 2010, in
which the artist re-creates the therapy sessions from the 1971 film Klute. In split screen, Michael acts
out both call girl and therapist in a deliberately lo-fi exchange. As simple as it is haunting, the
compelling performance ultimately proves to be less about the semiotics of desire than about tracing a
logic that never quite adds up.

Massimo Grimaldi

— Franklin Melendez

Guillaume Leblon
“Solar Skill”

PERMALINK

TALKBACK (0 COMMENTS)

E-MAIL

PRINT

Rome
Christopher Wool
Kutlug Ataman
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Rune Olsen
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JOHANSSON PROJECTS
2300 Telegraph Ave
May 27–July 17
In his latest exhibition of prints and life-size sculptures, “If
Only,” Rune Olsen swaps his usual menagerie of copulating
beasts for a litter of tethered toddlers who weave a tangled,
multicolored web through a gallery space. The installation is
a nod to Duchamp’s Mile of String, in which the impish artist
entangled Breton’s 1942 retrospective of Surrealism in a
New York gallery and arranged for a number of children to
play at the opening. This playful allegory of the clash
between instinct and artifice provides the backdrop for the
Brooklyn-based artist’s latest body of work, which is
decidedly less spectacular than his previous animal
arrangements, but equally arresting, and perhaps more
focused for it.

Here, Olsen develops his ongoing investigation of the murky
drives and blind impulses (what Freud would have called trieb) that shape and define the structures of
the social. The precise rendering of each figure out of masking tape and graphite speaks to the literal
work of acculturation: shaping and disciplining human beings out of inchoate bundles. This opens a
critical engagement with numerous social discourses––from Freud to Darwin (with maybe a little
Melanie Klein thrown in)––that allows Rune to pursue a more nuanced version of his previous
anthropological investigations, with questions of sexuality yielding to issues of differentiation, gender,
racial marking, and even class. There is also a formal reflexivity embedded in the work, as each tot is
haunted by his or her own animal familiar––only now reduced to a mini plush backpack. The gesture
suggests that this may be less about the lure of “becoming animal,” as Deleuze would have it, than it is
about the simple plight of becoming human. It is a poignant condition that Olsen captures succinctly in
his studies for the project: drawings depicting an imagined infant tied to various walls. A simple image,
it is nevertheless totemic in its import.

Amsterdam
“I’m Not Here. An
Exhibition Without Francis
Alÿs”

Rune Olsen, If only (study 2), 2010, acrylic on
archival ink-jet print on photo paper, 9 1/2 x 13”.

— Franklin Melendez
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Rotterdam
“Portscapes”

Oslo
Bjarne Melgaard
A. K. Dolven

Lisbon
Joana Vasconcelos

Moscow
“Futurologia”
“Always Other Art”

Madrid
Pierre Huyghe

Vigo
“Things that Only an Artist
Can Do”

Stockholm
Tom Friedman
Tony Matelli

Hong Kong
Candida Höfer

Beijing
Yin Xiuzhen
“Rem(a)inders”

Hong Kong
Simon Birch

Atlanta
“Substitute Teacher”
ATLANTA CONTEMPORARY ART CENTER
535 Means Street
March 5–May 16
We typically think education occurs within the four walls of a
classroom. But the impartation of knowledge can take many
forms, as evidenced by the twenty artists and collaboratives
selected by curators Regine Basha and Stuart Horodner for
“Substitute Teacher.”
The show contains a good balance between the serious—
like Lisa Anne Auerbach’s I Used to Be Part of the Solution,
2009, whose titular sentence has been knit into the sweater
of a woven top-and-skirt set, or Luis Camnitzer’s Last
Words, 2008, which transcribes the final phrases spoken by
death-row inmates—and the humorous, such as the empty
View of “Substitute Teacher,” 2010. From left:
Brian Dettmer, Wagnalls Wheel, 2010; Michael
word-bubble paintings of Mira Schor. Viewers follow the
Smith, Sears Class Portraits #1 (1999–2007) ,
personal quest of Paul Ramírez Jonas to climb the highest
peak of every American state in Album Fifty State Summits, 2008; Paul Ramírez Jonas, Album Fifty State
Summits, 2002; Andrea Fraser, Little Frank and
2002, and hear Danielle Roney’s attempt to learn Arabic in
His Carp, 2001.
her audio installation Library of Babel, 2010. Daniel Bozhkov
recites answers to the standardized questions required by
the US citizenship test as he hides under a bed in his video Flag, 2003. The show also includes
thoughtful looks at how and what we learn, such as Brody Condon’s video Without Sun, 2008, a
sampling of YouTube submissions in which participants describe their experience of an acid trip, and
Andrea Fraser’s seminal video Little Frank and His Carp, 2001, which parodies the Guggenheim
Bilbao’s exceptionally didactic audio tour of its architecture. Just as this show promises, these surrogate
instructors and their fellow exhibitors will definitely leave viewers thinking.

“The Burden of
Representation:
Abstraction in Asia Today”

Mumbai

— Rebecca Dimling Cochran
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Nilima Sheikh

Tokyo
“Roppongi Crossing 2010:
Can There Be Art?”

Bangkok
Olivier Pin-Fat

Tel Aviv
Ohad Matalon

Sharjah
Tarek Al-Ghoussein
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Newest Entries

Austin
Katy Horan
DOMY BOOKS
913 E Cesar Chavez
March 20–April 22
Katy Horan’s recent works on paper examine the gesture—
arms flailing, or a head cocked to one side, or legs splayed
in the air. Yet the figures depicted in “Lady Monsters”
remain more oblique than their movements. Though these
ladies are dressed in bustles and lace headdresses, to
assume that they are polite would be erroneous. One might
infer that the figures in pieces like Seer or Handmaidens (all
works 2009), swallowed as they are in intricate lace
patterns, are Victorian conjurers, Furies from a Greek vase,
or other witchy characters. They seethe with a slight
mystery and darkness that bring to mind such fairy-tale
villainesses as the mirror-gazing queen in Sleeping Beauty
or the proprietress stepmother in Hansel and Gretel.
Fairy-tale tropes have appeared throughout contemporary
art, notably in the work of Clare Rojas and Amy Cutler.
Horan’s approach is distinguished from that of her peers by
her interest in materiality. The stippled paper creates a rich
Katy Horan, Seer, 2009, gouache on paper, 15
counterpoint to the flat gouache illustrations of the laced-up
1/2 x 19 1/2".
ladies. The tight rendering of the conglomerations of heads,
fabric, and limbs offers truncated narratives amid a field of
brown paper. It is this contrast in material that mirrors a contrast in subject: the dressed-up proper lady
with a hidden agenda.
— Katie Geha

Amy Taubin on Sally
Potter
S. James Snyder on
Around a Small Mountain
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Nicolas Rapold on the
56th Robert Flaherty Film
Seminar
Melissa Anderson on
Barbara Stanwyck

“Desire”

Andrew Hultkrans on The
Agony and the Ecstasy of
Phil Spector

BLANTON MUSEUM OF ART
University of Texas, Martin Luther King Jr. Blvd. and Congress Ave.
February 5–April 25

Travis Jeppesen on
George Kuchar

The difficulty in talking about “Desire,” the Blanton’s
deliciously problematic assembly of international
contemporary artists, without using “I” or “we” speaks to the
show’s efficacy. In attempting to sort out the forty-six works
in this show, one wants to use personal pronouns: Do I like
this? Do you? Does she? But videos like Isaac Julien’s
Long Road to Mazatlan, 1999, whose narrative in certain
moments combines the restrained aggression of cruising
with Javier de Frutos’s modernist choreography, both
implicate and exclude the observer, underscoring the
argument that desire is not proprietary to any particular
ontology. Feelings of desire are prompted by lack, which is
an individual concern shared by most cultures, and this
exhibition argues for locating lack somewhere between the
individual and the social, sexuality and reverence, longing
and ineffable presence.

View of “Desire,” 2010. From left: James
Drake, Her Tank Top, 2008; Marilyn Minter,
Crystal Swallow, 2006; Adam Pendleton,
Missing Emmett (materials and instructions),
2005; Petah Coyne, Untitled #1103 (Daphne),
2002–2003.

A commendable feature is that none of the works are interactive in the late- or post-twentieth-century
sense, but most employ a sense of touch or reference it in some way, which prompts questions about
the position of satisfaction with respect to desire. Kalup Linzy’s video Lollipop, 2006, shows the two
men lip-synching to the 1933 blues song of the same name. Coupled with the titillating lyrics, Linzy and
Shaun El C. Leonardo’s gentle travesty (they’re shirtless, but wearing gender- and period-appropriate
hats) is hilarious because of its very incompleteness. Petah Coyne’s puce-colored flowers in Untitled
#1103 (Daphne), 2002–2003, simultaneously beckon and repulse. “Desire” troubles binaries and also
makes them more legible, productively embodying the word’s implied unfulfillment.
— Katie Anania
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Ben Ruggiero
TESTSITE
502 W. 33rd Street
June 6–July 11
The legacy of Hudson River School painter Frederic Church
haunts Ben Ruggiero’s latest exhibition of experiments in
photography. A picture in the entryway of this show depicts
an orientation room at Olana, Church’s home on the
Hudson. Plastic chairs are neatly lined up, facing a flatscreen TV that is placed in front of a pull-down projection
screen. A defunct projector hangs from the ceiling. Paused
on the TV is an image of Church’s majestic landscape
painting The Icebergs, 1861, which was lost for over a
century before being rediscovered in 1979. The
technological apparatuses of projector, TV monitor, and
screen introduce Ruggiero’s project of examining technology
and the sublime––and of probing the material relationship
between painting and photography.

Ben Ruggiero, Untitled (Willing Exposure as
Gesture), 2010, cyanotype, 19 x 24”.

The title of the exhibition, “After Icebergs with a Painter,” references a text Church and his friend Louis
Legrand Noble penned during their 1859 voyage to Newfoundland. Ruggiero plays on the mythology of
exploration here by presenting a series of photographs and cyanotypes showing a single piece of
pointed glass that was found in an empty parking lot in Austin. The glass morphs from each rendering
to the next as it moves from the outside world to the studio, from resembling a mountainous landscape
to seeming like a ghostly apparition. Ruggiero comes closest to achieving the gesture of the
brushstroke in the cyanotype Untitled (Willing Exposure as Gesture), 2010. The blue of the paper
contrasts with the white striations of the broken glass, exposing the inflection of touch inherent to the
processing of any photograph. Placed side by side, the cyanotypes and the photographs ask viewers to
consider the history of romanticism and the mechanics of the photographic image.
— Katie Geha
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Boston
Gina Dawson
JUDI ROTENBERG GALLERY
130 Newbury Street
March 18–April 24
There is something heart-wrenching about Gina Dawson’s
intricately crafted paper and fabric monuments to rejection.
The two bodies of work—taken from negative responses
Dawson received via letter or e-mail, from a host of art
institutions, to submissions she made over the years—form
a meticulously fabricated archive of psychic wounds.
For one series, the artist sewed six rebuffs verbatim in black
thread on a coarse white fabric. Each piece is an exact
rendering of the communiqué’s format and font and includes
the name of the official delivering the bad news. In the
second, eight miniature paper wreaths propped in glass
vitrines are decorated with satin sashes containing pithy
excerpts from the letters (for example: AS YOU MIGHT
IMAGINE THE POOL WAS EXTREMELY COMPETITIVE, IT
IS IMPOSSIBLE FOR ME TO GIVE INDIVIDUAL
FEEDBACK, and WE ARE SORRY TO REPORT THAT WE
CANNOT OFFER YOU ADMISSION).
Anyone involved in the art world knows that the
bureaucratic brush-off is a unique genre whose language is
meant to communicate on both personal and professional
Gina Dawson, Consider Other Ways, 2009,
paper, fabric, thread, 6 x 4".
levels. Dawson’s obsessive accumulation and faithful recreation of these missives—which came from a crosssection of residencies, alternative art spaces, and academic exhibition venues—reveal the extremely
limited vocabulary and wholly unoriginal phraseology that can turn an artist’s life upside down. By
transforming this clichéd discourse into one-of-a-kind objects and inserting them into the market,
http://artforum.com/picks/section=us&mode=past
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transforming this clichéd discourse into one-of-a-kind objects and inserting them into the market,
Dawson materializes her disappointment as a commodity that wryly comments on the banalization of
human experience.
— Nuit Banai
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Chicago
“Production Site: The Artist’s Studio Inside-Out”
MUSEUM OF CONTEMPORARY ART, CHICAGO
220 East Chicago Avenue
February 6–May 30
“Production Site” highlights the studio as a place of work, as
well as a compelling aesthetic subject in itself. The
“selected visual history of the artist’s studio”—installed on a
wall directly outside the exhibition galleries, as an initial
point of reference—includes a variety of iconic images:
Jackson Pollock throwing his body into an “action” painting;
Lee Bontecou in her New York studio, blowtorch in hand;
Andy Warhol seated alone in his cavernous Factory. There’s
even a film still of Julianne Moore as an “avant-garde
feminist artist” from The Big Lebowski (1998).
This ancillary display reminds viewers that long-standing
misperceptions about the nature of artists’ studios are
inevitably linked to the clichés surrounding artists
View of “Production Site: The Artist’s Studio
themselves. Perplexingly, however, it is also one of the few
Inside-Out,” 2010. From left: William Kentridge,
points in the exhibition where practitioners actually manifest
Tabula Rasa I, 2003; Balancing Act, 2003;
an embodied presence. Mostly, they appear as trace
Moveable Assets, 2003; Feats of
Prestidigitation, 2003.
elements: the whirling dervish of anxiety in Justin Cooper’s
video Studio Visit, 2007; the hot white blob of infrared light
shutting the studio door at night (Bruce Nauman, Mapping the Studio II, 2002); the covert operative
who comes in to expand and edit her painting’s sprawling narrative only on Mondays, when the
museum is closed (Deb Sokolow, You Tell People You’re Working Really Hard on Things These Days,
2010).
There are several memorable exceptions. Nikhil Chopra’s two-day gallery performance offered a brief
but potent instance of an artist responding directly, if theatrically, to his immediate environment, while
William Kentridge’s magnificent multichannel animation—a meditation on the medium’s place in the
history of cinematic trickery—draws viewers into a space that feels authentically “magic,” despite all
evidence to the contrary. It’s like walking into a waking dream.
— Claudine Ise
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Jessica Labatte
GOLDEN
816 W Newport
April 30–June 12
Jessica Labatte’s photographs thrive in the shadowy realm
of paradox. Her precisely cluttered arrangements of
objects––Styrofoam food packages, rubber balls, rolls of
masking tape (along with the occasional head of lettuce or
loaf of bread)––cunningly exploit the medium’s ability to
flatten contours, collapse multiple visual planes, and confuse
reality with its reflection. In Labatte’s large-scale photograph
The Alignment (all works 2010), fragmentary views of an air
filter, a round plastic bowl, a green ball, and wrinkled sheets
of paper appear as if suspended in a void. It’s hard to tell
whether we’re looking at an object, an image, a reflection,
or some combination of the three. Usually, the artist offers
Jessica Labatte, Linear Flexing, 2010, color
subtle clues in the form of a curled edge of paper or a sliver photograph, 22 x 16”.
of shadow that distinguishes ground from backdrop. In this
work, all the objects are two-dimensional images placed at various heights and angles within a
darkened setting. The illusion itself depicts illusion.
http://artforum.com/picks/section=us&mode=past
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darkened setting. The illusion itself depicts illusion.
Set against a bright white backdrop, Linear Flexing shows three white cubes and three smaller yellow
cubes placed in triangular relationships to one another. Three thin red cocktail straws act as vectors
between the objects, while a small bit of plastic placed on two of the white cubes simulates the effect of
shadow or of melting water. Like all of Labatte’s photographs, the work seems to reside in a space
between two and three dimensions, where things are what they are but are still not quite what they
seem.
— Claudine Ise
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Daniel Albrigo and Genesis Breyer P-Orridge
WESTERN EXHIBITIONS
119 N Peoria St, 2A
June 16–August 7
Several years ago, performance artist and Throbbing
Gristle/Psychic TV founder Genesis Breyer P-Orridge had
every tooth in h/er mouth extracted and replaced with gold
casts. P-Orridge and wife Lady Jaye had undergone
numerous cosmetic procedures in order to increase their
resemblance to each other and become gender-neutral,
“pandrogynous” human beings. Lady Jaye died
unexpectedly in 2007, before her own set of gold teeth
could be implanted. “Putting Your Money Where Your
Mouth Is . . . A Love Story,” a joint exhibition by P-Orridge
and New York–based painter and tattoo artist Daniel
Albrigo, serves as a memento mori of the couple’s unusual
collaboration.

Daniel Albrigo, Maltesers, 2009, oil on panel,
30 x 40”.

Tightly framed in close-up views, Albrigo’s oil-on-panel
paintings show P-Orridge’s cast teeth on sunlit windowsills, in drawers or boxes, and in P-Orridge’s
mouth. Estranged from a body, the casts’ mundane sculptural qualities and uncanny aura are strikingly
apparent. In Maltesers, 2009, several tooth molds are displayed against the cherry-red lining of a candy
box. Viewed from the top down, the bared teeth take on aggressive, primal qualities. P-Orridge’s
assemblages incorporate actual teeth, along with dead fish, tampons, fake fur, precious stones, and
small cut-out photographs of P-Orridge’s and Lady Jaye’s surgically enhanced chins carefully arranged
inside small wooden reliquaries. When considered in the context of the artist’s long-standing refusal to
separate life and art, however, these objects feel disappointingly static and conventional. Despite their
charged symbolic content, they can’t adequately convey the radical nature of P-Orridge’s larger corpus,
which has consistently explored the potential of living flesh to serve as a vehicle for absolute selfexpression.
— Claudine Ise
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Cincinnati
“Starburst: Color Photography in America: 1970–1980”
CINCINNATI ART MUSEUM
953 Eden Park Drive
February 13–May 9
“I photograph in color because the world is in color,” Eve
Sonneman declared in 1976. Such a statement presented
color photography as a near tautology––as exquisitely selfevident. But it also addressed an art world where the
medium was understood as black-and-white. So argues this
exhibition, which charts the fraught and uneven emergence
of chromatic photography in the 1970s. While black-andwhite images were seen as artful translations of the world––
and hence cerebral abstractions of it––Sonneman’s
comment captured a desire for an artless empiricism that
several early color photographers toyed with as they
married the camera’s capacity for dumb transcription with
the radical de-skilling enabled by new technologies like the
Polaroid.
http://artforum.com/picks/section=us&mode=past
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Stephen Shore, West Ninth Avenue,
Amarillo, Texas, October 2, 1974, color
photograph, 8 x 10".

Polaroid.

Stephen Shore’s 1971 postcards of Amarillo, Texas, clearly
indebted to Ed Ruscha’s serial cartographies, are situated
as one point of origin of the emergent tradition. Yet these deadpan Conceptual beginnings seem to
quickly slip into more traditional documentary modes. In the many images of vernacular landscapes,
clapboard houses, billboards and signage, the legacy of Walker Evans looms large, even if his focused
vision is now splayed out into a spectrum of possibilities. By contrast, Jan Groover and Barbara Kasten
turned their backs on the dialogue with documentary, using color instead to articulate a range of formal,
painterly concerns. This chromatic intensity reaches a saturated frenzy in John Divola’s Zuma #29,
1978, Richard Misrach’s 1978 “Hawaii” series, and, most famously, in the milky-veined, crimson ceiling
of William Eggleston’s Greenwood, Mississippi, 1973.
Unhitching pigment and dye from the seemingly natural relationship they currently enjoy with
photography, the show adeptly denaturalizes color. In prodding the general amnesia on this point,
“Starburst” also accounts for the monumental Gurskys and Struths of the 1990s, worlds away from
Shore’s drugstore prints, yet arguably the apotheoses of color photography’s chameleonic history.
— Leora Maltz-Leca
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Healdsburg
“Endgame”
SLAUGHTERHOUSESPACE
280 Chiquita Road,
April 11–May 15
Titled after Samuel Beckett’s 1957 play of the same name,
in which stasis and perpetual repetition defer agency as well
as endings, this exhibition, curated by Lee Plested with Pat
Lenz, smartly foregrounds and toys with its space’s former
function as an abattoir without succumbing to the macabre.
This occurs in part because so many of the works included
here are not about death at all. Certain pieces, such as
Anne Collier’s photograph of three stacks of album covers
featuring a cropped view of a closed eye, or Ajit Chauhan’s
wistful yet goofy procession of wax casts of his own skinny
leg (an homage to Robert Gober), do nod to bodies in parts
or pieces. But what emerges more strongly here is a sense
of distance from the subject as stretched or collapsed,
sometimes accordionlike, sometimes entropic.

Andrew Dadson, Visible Heavens, 2008, two
slide projectors, 160 slides, sliding dissolve unit.
Installation view.

For Visible Heavens, 2008, Andrew Dadson appropriated a star chart from an 1850 publication,
photocopied the image, then photocopied that image, and so on, more than one hundred times. He
shows the work here as a slide projection in which the original image slowly degrades into abstract
blackness, only to begin again. Kota Ezawa flattens out key moments in Alain Resnais’s 1961 film Last
Year in Marienbad with his signature digital animation, but makes his video 3-D and provides the
requisite glasses to return some depth to his rendering. Andy Warhol took his photograph of Maria
Shriver as an invited guest at her wedding, but the image retains the distance and disdain of the
paparazzi’s gaze. Beckett’s themes of deferral and endless, absurd routine are in evidence here, but
they are strategically transgressed, too. “Endgame” is the first project in this space, and one hopes the
whiff of subversiveness that attends viewing contemporary art in a former slaughterhouse just down the
road from the picturesque offerings of Healdsburg will only grow stronger.
— Tara McDowell
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Houston
The Yes Men
DIVERSEWORKS
1117 East Freeway, I-10 at North Main
April 30–June 5
Culture jamming comes full circle from the fringes to
institutional validation in “Keep It Slick: Infiltrating Capitalism
http://artforum.com/picks/section=us&mode=past
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institutional validation in “Keep It Slick: Infiltrating Capitalism
with the Yes Men” the first solo exhibition of the collective’s
antics. The show includes props, PowerPoint presentations,
and media reports of Andy Bichlbaum and Mike Bonanno’s
best-known examples of “identity correction,” their technique
of impersonating the officers of corporations in order to
expose the executives’ malicious intentions. Though
hijacking mass media has been an avant-garde tradition
from the mid-twentieth century onward, the Yes Men’s
ability to seamlessly blend with and subvert corporate
identities engages the public to envision a more just world
of commercial and governmental responsibility.

View of “Keep It Slick: Infiltrating Capitalism
with the Yes Men,” 2010. Hanging from the
ceiling: SurvivaBalls.

The most poignant examples of identity correction in this exhibition include copies of a faux edition of
the New York Times, dated July 4, 2009, and bearing the headline IRAQ WAR ENDS, as well as
televised news segments following the Yes Men’s 2006 impersonation of Department of Housing and
Urban Development officials, during which they announced the reopening of public housing in New
Orleans. Houston’s native Halliburton was targeted in 2006 with the Yes Men’s “invention” of
SurvivaBalls—self-contained, self-sufficient spherical pods to be worn in the event of global climate
catastrophe—which are on view here as suspended sculptures.
The logic behind “Keep It Slick” runs contrary to most exhibitions. Instead of affirming the artists’
originality or craftsmanship, this show is intended to motivate ordinary citizens to themselves become
Yes Men through DIY activism and infiltration. Though the message is clear, it is at times
overshadowed by the display of impossibly slick relics, prompting the question: How can the art world
contribute directly, through funding, exhibitions, or other means, to the change we want to see?
— Wendy Vogel
PERMALINK

TALKBACK (0 COMMENTS)

E-MAIL

PRINT

“An Exhibition of Proposals for a Socialist Colony”
SKYDIVE
The Eldorado Ballroom at Project Row Houses, 2310 Elgin Street
March 27–June 19
Teasing out more nuanced notions of socialism than those
recently fired by pundits attacking President Obama’s health
care bill, the artist-run space SKYDIVE in collaboration with
the Oakland, California–based group Autonomous
Organization recently solicited proposals to redevelop its
headquarters as a socialist colony. The subsequent
exhibition of submissions—itself occupying an off-site
storefront—eschews propaganda to thoughtfully probe the
promises and pitfalls of collective organization and equitably
shared resources. Twenty works by a multigenerational,
international roster of artist-activists pose more questions
than solutions in a cacophonous but tidy installation. The
result is an engaging DIY forum.

Zanny Begg, Post Purchase Dissonance,
2010, still from a color video, 7 minutes.

Zanny Begg’s installation Post Purchase Dissonance, 2010, comprises a video projection, table, chairs,
surveys, and a bowl of Life Savers, inviting viewers to consider the perverse task of rebranding
socialism. Other works on view range from documentary films assessing historic cooperatives to a grid
of forty loose-leaf pages of ideas for classroom lessons, including “Collective Locomotion” and “Setting
Up a Distillery.” The exhibition’s best proposals knowingly balance the idealistic and the imaginative
with the pragmatic, if not the pedantic. The collective N55 offers plans for a smart-looking hexagonal
oven in their Communal Bakery, 2010. Erin Elder generously welcomes visitors to the open social
space of a fire ring in Each Campfire Lights Anew, 2010, although the flame here is a recording of a
real campfire, playing on a floor-bound TV.
Several other projects warn of capitalist appropriation, but none more effectually than Amy Balkin’s
presentation of a deed for one square inch of land in Liberty County, Texas, purchased on behalf of the
colony. Balkin complements the framed certificate with Land: Four Case Studies (Dawson, YK;
Huntington Beach, CA; Newark, CA; Richmond, CA), 2010, a selection of archival materials
documenting micro or marginal US land “giveaways.” Each is a timely comment on property, greed,
economic destiny, and dispossession—shared stakes regularly turned unfair shakes.
— Kurt Mueller
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Emilie Halpern and Eric Zimmerman
ART PALACE
3913 Main Street
May 8–June 26
A cosmos is a view of the universe as a system, an entity
with its own intrinsic logic. “Cosmos,” Emilie Halpern and
Eric Zimmerman’s collaborative exhibition, also follows a
rigorous system of order––the show is dense, and the
universe the artists present is one built by accretion. Images
and concepts constantly overlap, and though “Cosmos”
comes close to feeling like a hermetically sealed vacuum,
the works’ subtle playfulness and the gallery’s airy
spaciousness provide ample breathing room.
The layout of the exhibition itself reads like a Venn diagram.
View of “Cosmos,” 2010. From left: Emilie
Each artist has filled two small rooms with his or her own
Halpern and Eric Zimmerman, You Are Here
output, and the more expansive central room contains
(Endlessly), 2010; Emilie Halpern, 2061, 2008;
Zimmerman’s large-scale graphite drawings and Halpern’s
Emilie Halpern, Feather Lips, 2010; Eric
photographs and sculpture. Here their individual works
Zimmerman, The Velocity of the End (From
converge in a visual dialogue. Zimmerman’s meticulously
Here to There), 2009; Eric Zimmerman, There I
Was (Nothing Is the Rule, Something the
wrought drawings––which contain enough layered
Exception), 2010; Emilie Halpern, Cosmos,
information on their own to keep a viewer occupied for
2010.
hours––converse with Halpern’s photographs, which are
visually stunning in their simplicity. Her instantly iconic Yoko
(all works cited, 2010) features a color illustration of two parakeets collaged over a found image of
Yoko Ono, which Halpern has rephotographed. Aural overlapping complements this visual push-pull in
two pieces. Zimmerman’s audio program that accompanies his multimedia construction After
Rodchenko (Points in a Constellation) contains pairings of sound and music in a double-channel format
so each ear hears a separate track. The result is surprisingly harmonious, as when a segment of
Japanese flute enriches a passage of Bach’s Well-Tempered Clavier. The artists’ collaborative piece
You Are Here (Endlessly) features a recording of the overlapping voices of Zimmerman and Halpern as
each reads passages from Carl Sagan’s 1994 book Pale Blue Dot. Ultimately, Zimmerman and Halpern
maintain aesthetic autonomy while still achieving a balance within their self-made, ordered cosmos.
— Chelsea Weathers
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Miami
JJ PEET
GALLERY DIET
174 NW 23rd Street
May 7–June 4
The title of JJ PEET’s solo debut at this gallery signals his
interest in an age-old practice as it intersects with ideas
about class and economics, leisure and work. In “The
Sunday Painter,” Brooklyn-based PEET showcases a
creative methodology that makes deliberate and direct
reference to the act of artmaking as a rarified pursuit, but
one grounded nonetheless in both an amateur ethic and
skillful manipulation of down-home materials. To this end,
he exhibits not only an array of small paintings but also a
set of lunch box–like wooden cases into which the panels
slot neatly for transportation and storage. Further, he has
constructed a makeshift mobile studio inside the gallery that
he will use for the duration of the show.

JJ PEET, FADE-IN TV RADIUS, 2009, acrylic
on panel, chewing gum, 7 x 11”.

Concealed behind a door resembling an impenetrable stack of clutter, PEET’s semisecret studio
functions as both private sanctuary (think of the titular painter sequestered in a garden shed) and as
signifier of art’s physical and temporal mobility. The paintings produced therein are more ambiguous:
modest acrylics that deal in a kind of gently experimental abstraction, flitting between colors, textures,
and compositions in a pleasant but seemingly aimless manner. Only the quiet reference to a more
systematic mode of production contained within the paintings’ margins and edges rescues the
enterprise from a too-close-for-comfort actualization of its title. Through strips and dabs of “leftover”
paint, PEET relates each work to those made before and after it, a clever nod to both the neutrality of
the production line and the make-do-and-mend economy of the hobbyist.
— Michael Wilson
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New Orleans
Quintron and Miss Pussycat
NEW ORLEANS MUSEUM OF ART
1 Collins Diboll Circle
January 30–May 2
In Miss Pussycat’s parallel universe, sweet and gooey
Hubig’s pies are a secret weapon against evil for a dogooding nutria––just one example of how the New Orleans–
based puppeteer manipulates the particulars of her
hometown. Her Crescent City is a spiritual utopia where
Formosan termites would rather play in a band than destroy
property, and the late rhythm-and-blues legend Ernie K-Doe
lives forever. She is best known for her musical
collaborations with husband Quintron and their organsnarling, maraca-shaking performances in clubs worldwide
as well as in their own Ninth Ward lair, the Spellcaster
Lodge. Expanding the enchanted party, the duo are now
bringing their electro-swamp, psycho-tripping fervor to the
New Orleans Museum of Art, in an exhibition organized by
curator Miranda Lash.
In addition to a decade’s worth of Miss Pussycat’s videos,
photographs, and handmade fluffy-faced friends, visitors can
interface with Quintron’s patented Drum Buddy, a lightactivated, mechanically rotating beat maker and synthesizer.
As part of the exhibition, Quintron is clocking in daily to
record a live album on site, surrounded by his selections
from the permanent collection. Most days, he can be seen
producing high-energy dance rock; Sundays he reserves for View of “Quintron and Miss Pussycat,” 2010.
reflection, making noise and meditating on the paintings
installed around him (portraits that seem to be watching him back). During the show’s final week,
Quintron will be on the premises around the clock, recording by day, sleeping in the museum’s
sculpture garden and exploring the wilds of City Park after dark.
— Cameron Shaw
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Shawne Major
HERIARD-CIMINO GALLERY
440 Julia Stree
May 1–June 1
Shawne Major’s latest exhibition offers plastic-heavy
sculptures that are installed like prized pelts of kitsch around
this gallery. While her candied skins recall El Anatsui’s
tapestried sheaths, these works serve up a heightened
sense of chaotic accumulation. Scavenged from sources
such as computer hardware and dollar stores, each wall
hanging contains innumerable baubles: curlers, beads,
acrylic nails, computer circuits, zippers, rubber snakes, and
other miniature objects, which are stitched together coarsely
and gracefully onto repurposed fabrics of feminine origins
such as panty hose and wedding dresses.
Closer inspection reveals Major’s play with the mythological.
Titles like Leucosia, Parthenope, Ligeia, and Elysian Fields
evince Odyssean undertones, while universal themes of
love, lust, immortality, and artifice are apparent in each
work. The artist’s accrual of synthetic detritus not only a
creates factitious gaudiness but also suggests that she may
be trying to contemporize ancient myths. The sirens now
seek their seduction through the allure of capricious
consumerism, while Lamb, 2009, for example, playfully
suggests fleeces––another Homeric device––only this time
bedecked in pink.
http://artforum.com/picks/section=us&mode=past

Shawne Major, Elysian Fields, 2010, mixed
media, 53 x 45”.
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bedecked in pink.

Standing solo, Elysian Fields, 2010, the centerpiece of this
show, serves as a reference to the Greco-Roman idea of heaven. This tiered work stacks up like cake
layers but equally brings to mind a Babelesque tower. Whether through allegories, references to
ancient sirens, or evocations of perilous journeys and the afterlife, here Major investigates longstanding dichotomous themes of all things dually feared and loved.
— Natalie Sciortino-Rinehart
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Portland
Ditch Projects
ROCKSBOX
6540 North Interstate Ave.
March 13–April 25
“Are You Ready for the Country?,” the first outing by nine
artists (Mike Bray, Julie Berkbuegler-Poremba, Damon
Harris, Jared Davis-Haug, Tim Meyer, Donald Morgan,
Dave Siebert, Rob Smith, and Jesse Sugarmann) who
manage the Springfield, Oregon–based gallery and
performance space Ditch Projects, extends the selfgoverning ethos of the venue, which is located in a vacated
sawmill that is both physically and culturally removed from
the hipster vibe of Portland and the hippie culture of
Ditch Projects, One of These Nights, 2010,
Eugene. When offered a show as part of “Portland 2010,”
still from a color video, 3 minutes.
the city’s latest iteration of a biennial, it was suggested by
curator Cris Moss that the members exhibit as a collective,
even though each maintains a separate practice. The group embraced the opportunity, and, in the
resultant exhibition, no one artist takes authorship of any particular work.
The “country” according to Ditch includes tawdry tinted van windows sandwiched around a black light; a
video of a burning air freshener on a car’s rearview mirror; and cheap fluorescent lighting––the kind
often found in grimy outlet stores––that has been converted into geometric sculptural arrangements.
Throughout the show, romantic notions of country life associated with the Northwest––the Slow Food
movement and progressive agriculture of the region, or the Ken Kesey–inspired counterculture––are
entirely absent. Instead, subtle insinuations of a repressed and increasingly unemployed working class
prevail, which expands the meaning of the theme by depicting the collapsing industrial economy in the
region.
— Micah Malone
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Toshiko Okanoue
CHARLES A. HARTMAN FINE ART
134 NW 8th Avenue,
March 17–May 1
A white-gloved hand is daintily poised to drop a tiny head
into an open purse. Nearby, a blonde without a body gazes
out from a lamppost, mouth half open, as if in
midconversation. Set in the gray light of dawn, or maybe in
the deepening glow of evening, between the darkened
shadows of two buildings, the scene is just one of eleven
black-and-white photographic collages by Toshiko Okanoue
on view in this exhibition; each consists of an equally
delicate and surreal depiction of an eerily familiar but
impossible tableau.
Okanoue made these collages between 1950 and 1956, just
after the devastation of World War II. Composed of
photographs from Life and fashion magazines, the works
feature dreamlike vistas and idiosyncratic humor in line with
what was at the time a relatively new language for art.
Surrealism hasn’t been in vogue for a while now, yet
Okanoue’s output has a timeless sensibility—like an older,
http://artforum.com/picks/section=us&mode=past
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Okanoue’s output has a timeless sensibility—like an older,
lesser-known cousin to contemporary collages, such as the
notable output of Marnie Weber and Wangechi Mutu.
Toshiko Okanoue, Mask, 1952, collage, 16 1/4
In 1953, Okanoue was granted a one-woman show at
x 12 3/8".
Takemiya Gallery in Tokyo. Not long after that, she married
painter Fujino Kazutomo and stopped making and showing
art. But the results of her brief and productive period during the early ’50s have survived the silence of
decades—Okanoue’s work has not been on public view in more than half a century, save a solo
exhibition in 2000 at Dai-Ichi Mutual Insurance South Gallery in Tokyo—and richly deserve renewed
attention.

— Annie Buckley
PERMALINK

TALKBACK (0 COMMENTS)

E-MAIL

PRINT

Natascha Snellman
FOURTEEN30 CONTEMPORARY
1430 SE 3rd Avenue
May 14–June 26
Tallulah Bankhead––1930s stage actress, Hollywood bon
vivant, and icon of a dexterous promiscuity––is the
inspiration for the Los Angeles–based artist Natascha
Snellman’s engaging new body of mixed-media sculptures
and works on paper. Threaded throughout this exhibition are
cunning juxtapositions of signs of twentieth-century
femininity––depictions of fishnet stockings, black
sunglasses, platform heels, and youthful pigtails––and
natural materials such as driftwood, marabou feathers, and
steel. Snellman’s particular interweaving of nature and
theatricality exposes menacing entanglements at the heart
of Los Angeles’s history and its cinematic representations.
In Baby Take a Bow (suspended) (all works 2010), a net,
knotted from coarse black rope, slumps on the floor of the
gallery like cast-off stockings. It is gravitationally anchored
by a hefty rectangle of smoky glass that recasts the net’s
bulbous curves in flattened form––a perceptual twist that
flicks off and on with switchlike precision depending on the
viewer’s position. This is a gorgeous metaphor for the allure
of abstraction and its role in the manipulation of desire. Like
South African artist Marlene Dumas’s watery depictions of
strippers, Baby Take a Bow feels like a compassionate
corrective to the pornographic lucidity of the male gaze.
In the sculptures I Can Shoot Dice and Personage Playing
Bankhead, women’s bodies are transformed into large
Natascha Snellman, Baby Take a Bow
driftwood torsos sprouting incomplete, surreal limbs. These
(suspended), 2010, rope, duct tape, glass,
dimensions variable.
bare and weather-beaten forms conjure real and fictional
bodies awash in the surf of the Pacific, and they become
totems to the memories of disappeared starlets. Snellman examines Bankhead as seductress and
casualty, scripting her for a new generation.
— Stephanie Snyder
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David Shaner
MUSEUM OF CONTEMPORARY CRAFT
724 NW Davis Street
March 10–August 7
In the early 1960s, the late self-described potter David
Shaner eschewed the East Coast art world and migrated
west to direct the Archie Bray Foundation for the Ceramic
Arts in Helena, Montana. He remained at the organization’s
helm until 1970, after which he established a studio some
hundred miles north of Missoula, in Bigfork. In Montana’s
vast and sublime landscape, Shaner spent a lifetime
experimenting with indigenous clays and mineral glazes,
http://artforum.com/picks/section=us&mode=past
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experimenting with indigenous clays and mineral glazes,
making work in direct response to the environment.
In this enthralling exhibition, curator Namita Gupta Wiggers
focuses on Shaner’s topographical, “land-based” forms,
View of “Land Art: David Shaner,” 2010.
drawing connections between his craft philosophy and the
Earthworks movement. Wiggers constructs a sound
argument, one that could be expanded to consider Shaner’s spiritual materialism in relation to the
mysticism of his Northwest predecessors Morris Graves and Guy Anderson.
Shaner’s ceramics are vigorously humble. Many works from the ’60s and ’70s, such as Garden Slab,
1970, resemble their native terrain so thoroughly as to appear like found objects. The slabs in particular
read like excavated strata of oxidized, adumbrated earth or congealed lava. Alongside these roughhewn compositions are exhibited more conventionally artful works from the ’80s and ’90s. A River Runs
Through It, 1996, for example, comprises smooth, elliptical contours that resemble both eroded river
rock and the human body. Light shifts and darkens in recesses throughout the overall form of the work
in ways recalling Edward Weston’s still life images and nude portraits of his muse Charis Wilson, art
that Shaner deeply admired. Like a photograph, or a bonsai, Shaner’s objects embrace nature within a
human scale, offering the viewer a holistic perspective.
— Stephanie Snyder
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Providence
Carey Young
MUSEUM OF ART, RISD
Rhode Island School of Design, 224 Benefit Street
October 9–April 18
As this small show demonstrates, Carey Young has
considered deeply the realm of corporate-structured
business and the legalization of Western culture. In the
nearly fifteen-minute video Uncertain Contract, 2008, an
actor in business attire roams an empty white set while
dramatizing legalese such as parties, tender, and notice—at
one point furiously punching an imagined victim while
repeating the word “damages.” Body Techniques (after
Parallel Stress, Dennis Oppenheim, 1970), 2007, is a
photograph of Young, in a business suit, resting facedown
in a hollow of sand on the outskirts of an anonymous Arab
boomtown. The work comments ruefully on the fate of the
individual in transnational capitalist enterprises while
evoking still other artistic precedents, including performance
documentation of Valie Export’s 1972–76 series “Body
Configurations.”

Carey Young, Declared Void, 2005, vinyl
drawing and text on wall, dimensions variable.

The exhibition hinges on Declared Void, 2005, a cubic space delineated by a thick black vinyl line
applied to the walls and floor. Alongside it, a text declares: BY ENTERING THE ZONE CREATED BY
THIS DRAWING, AND FOR THE PERIOD YOU REMAIN THERE, YOU DECLARE AND AGREE THAT
THE US CONSTITUTION WILL NOT APPLY TO YOU. The contractual language imbues the emptiness
with a charge that simultaneously repulses and seduces. During my visit, two men discussed the work’s
implications (“Someone could come in there and strip my clothes off and beat me to a bloody pulp, I
guess”) and a woman gingerly stretched her foot across the line. She withdrew it quickly and then, for
the rest of her time in the gallery, skirted this seeming black hole of rights. In fact, while crafting the
piece Young sought legal advice on how best to re-create the “gray area” of the detainee prison at
Guantánamo Bay. An irony, no doubt intended by this consistently observant artist, is the presence just
above Declared Void of one of the museum’s surveillance cameras, watching over the scene below
impassively.
— Brian Sholis
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Alejandro Cesarco
ARTPACE SAN ANTONIO
445 North Main Avenue
January 14–May 2
Alejandro Cesarco’s latest exhibition begins with twelve
photographs of indices to books that never existed; these
alphabetical directories are their sole physical trace.
Additionally, the artist screens The Two Stories, 2009, a
video that includes repeated, tender slow pans of an empty
parlor. In the latter, the narrator describes an author reading
to a room of people the viewer cannot see. This house of
wealth holds a wealth of absence: The figures referred to
never materialize. This is a psychic territory where objects
and people are alluring because they are unlocatable. Both
the videos and indices refuse a singular interpretation of
what has been evacuated, in things bodily and political.
Alejandro Cesarco, The Two Stories, 2009,
In The Two Stories, the camera sieves the space, but
still from a 16-mm film transferred to video, 9
Cesarco’s negative impression of romance and authorship is minutes.
evident in his inclusion of objects turning toward the past: a
classical statue, ornamental wallpaper, a formal tropical
garden, which are all grayed out. The intelligence of this work lies in its ability to linger in that
twisting––nostalgia’s growth permanently delayed because it is held in the act of becoming, headlocked.

In Index (A Novel), 2003, the artist alphabetically lists, like any index, subjects and their page numbers:
GAZE, 59; GAZEBO, 43; GENET, JEAN, 23, 88. The indices, simply magnified pages of a fictitious
novel of Cesarco’s own construction, coolly organize the pathology of our love for the past. Half-turning
to read the unwritten, he makes our twist comic and lovely and sobering, all at once.
— Mary Walling Blackburn
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San Diego
Ruben Ochoa
MUSEUM OF CONTEMPORARY ART SAN DIEGO, DOWNTOWN
1100 and 1001 Kettner Boulevard
March 26–June 20
Twisted rebar and wooden pallets; graphite, cement, and
rust: Ruben Ochoa employs the visceral semiotics of
construction in his takeover of the Museum of Contemporary
Art San Diego’s Jacobs Building. Ochoa deftly exploits the
verticality of MCASD’s downtown campus with stacks of
wooden pallets, staggered edifices plastered with partial
cement walls. While the walls echo the finished gray of the
museum floor, the exposed pallets are rough, tactile things,
ink stamps relaying a history of packing, unpacking, and
packing again.
An Oceanside-born, Los Angeles–based artist, Ochoa riffs
on the rough edges of the Southern California conurbation
in a practice that ranges from multimedia chain-link
sculpture to site-specific illusionism on the Santa Monica
Freeway. In the Jacobs Building—the renovated baggage
room of the Santa Fe Depot, San Diego’s major trolley and
rail station—he explores formal tensions of high and low, of
finished products versus the processes that constitute their
making.
In a corridor adjacent to the tracks, metal and wood
constructs twist tenebrously in the sunlight. Larger than life,
the biomorphic forms rise from the floor like metal jellyfish.
Visual exuberance animates the heavy materials: As
viewers step between limber steel appendages, they have
the impression of brushing against the intelligence of an
eminently human architect.

Ruben Ochoa, Watching, Waiting,
Commiserating, 2010, rebar, graphite, cement,
wooden pallets, dimensions variable.

Back in the main room, two-dimensional diagrams of impassive, crisscrossing lines, drawn with
graphite and rust, depict geometries of rigid cables. Dwarfed by Ochoa’s larger constructions, they
suggest in their angular grayness another catalogue of images, among them partitions of chain-link and
http://artforum.com/picks/section=us&mode=past
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suggest in their angular grayness another catalogue of images, among them partitions of chain-link and
wire. The counterweight is an uneasy one, a quiet circumscription of the show’s other energies.
— Russell Burge
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Seattle
Elias Hansen
LAWRIMORE PROJECT
831 Airport Way South
April 1–May 9
Elias Hansen’s work possesses a threatening and pungent
pitch. A native of the Northwest and an accomplished glass
artist, for the past six years Hansen’s gritty, libertarian
aesthetic has offered the region a critical antidote to the
candy-colored daydreams of the Chihuly School.
Hansen’s glass work in this exhibition, titled “We Used to
Get So High,” is harsh, realistic, and a little nostalgic: crack
pipes in the shapes of snow domes and crystals; walls of
hand-formed beer mugs shored up with scrap lumber; and
“antique” bottles glowing with surreal, folkloric tinctures––
one in the exhibition contains “alcohol, lilac, sword fern,
bitter cherry bark, Skagit River water, and diesel fuel.” Often
collaborating with his brother, artist Oscar Tuazon, as well
as with a group of skilled distillers, botanists, and
survivalists, Hansen creates transformations of the everyday
that are deeply informed by his study of the elusive properties

Elias Hansen, I'm Not Paranoid Because I'm
High, 2009, hand-blown glass, found glass,
water, pump, tubing, found objects, wooden
table, dimensions variable.

of glass.

His working stills, cigar-box dioramas and peepholes, photographic assemblages, and architectural
interventions coalesce into a refractive, fermenting heterotopia. Hansen activates this space through
spontaneous revelries; a visitor to one of his installations may be met with the offer of some bootleg
alcohol or a cob of grilled corn. Hansen attends to the living and the dead; much of the work in “We
Used to Get So High” evokes past tragedies––the death and incarceration of loved ones, the demise of
individualism, and the hubris of art.
— Stephanie Snyder
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“Kurt”
SEATTLE ART MUSEUM
1300 First Avenue
May 13–September 6
When approaching “Kurt,” an exhibition about the influence
of Kurt Cobain, one may at first feel skeptical. Memorabilia
and other artifacts attempting to preserve the late rock star’s
legacy, however, are entirely absent, a welcome indication
that the pitfalls of sentimental kitsch are far away—which is
not to say that sentimentality itself has been omitted.
Gretchen Bennett’s video I Don’t Blame You, 2009, features
a hand maneuvering a snapdragon flower, and a sound
track of Bennett playing a tender Cat Power ballad that is
widely considered to be about Cobain. In preparation for the
piece, Bennett spent months practicing her vocals and
learning the simple piano chords to the song. Her mimicry
pays homage to Cobain by taking to heart the touching
sympathy of the song’s lyrics: “What a cruel price you
thought that you had to pay.”
Another compassionate work is Evan Holloway’s foam
carving Left-Handed Guitarist, 1998, which shows Cobain
hunched over, presumably due to his recurring back and
stomach problems. Douglas Gordon’s photograph SelfPortrait as Kurt Cobain, as Andy Warhol, as Myra Hindley,
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as Marilyn Monroe, 1996, seems to suggest that Cobain is
Douglas Gordon, Self-Portrait as Kurt
but one of several icons that can be conjured with a blond
Cobain, as Andy Warhol, as Myra Hindley, as
Marilyn Monroe, 1996, color photograph, 30
wig and wryly insinuates how each icon’s platinum hair
1/2 x 30 1/2”.
contributes to the circulation of his or her image. Cobain’s
reproducibility is explored further in Slater Bradley’s
Phantom Release, 2003, for which the artist created fictional concert footage with a camcorder and a
Cobain look-alike.
The idea that Cobain can now be adapted to meet various people’s needs, in seemingly infinite ways, is
the exhibition’s most pervasive theme. Even the title of the show implies that an intimate relationship
has been established. This is a sure sign that Cobain’s identity has become permanently intertwined
with public consciousness. The sight of artists utilizing Cobain’s ultimate malleability comes off as equal
parts exploitive, humorous, reverent, empathetic, and undignified.
— Micah Malone
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Washington, DC
Mia Feuer
TRANSFORMER
1404 P Street, NW
March 5–April 17
Two trends in sculpture that emerged in the first decade of
the twenty-first century––isotropy and radiality––figure
prominently in Mia Feuer’s installation of a controlled
explosion of foam girders that fills this gallery. Like the
wooden beams and fluorescent tubes of Björn Dahlem’s
sculptural installations, Feuer’s girders in Suspended
Landscape, 2010, follow along mostly straight radial lines
from an origin point that appears to shift based on the
viewer’s vantage in the room. Yet from any perspective, the
crystalline lattice of booms, jibs, and sheaves that the artist
has based on industrial cranes she observed while traveling
along the East Coast convey an isotropic compositional
sameness.

Mia Feuer, Suspended Landscape, 2010,
foam, zip ties, aircraft cable, dimensions
variable. Installation view.

At first glance, Mark di Suvero would seem to be an obvious
reference for Feuer’s work. Suspended Landscape lacks the specific simplicity of di Suvero’s pareddown designs, though the piece, which does not touch the ground, nevertheless conveys an illusionistic
lightness set at odds with the heavy-industry source material. But the work is neither a trompe l’oeil
illusion nor a triumph in bending materials to defy their essence. Painted haphazardly in primary red
and blue and strung through the gallery using zip ties and neon-orange aircraft cable, Feuer’s cranes
draft freely from the roughshod forms that have dominated recent surveys of new sculpture, the
Hirshhorn’s “Uncertainty of Objects and Ideas” and the New Museum’s “Unmonumental” among them.
Best understood as a casual sketch, and as a passive piece that considers compositional ideas that
have typically been cast as gallant and brash, Feuer’s installation, while striving for lightness, skirts
insubstantiality.
— Kriston Capps
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Toronto
Marcel van Eeden
CLINT ROENISCH GALLERY
944 Queen Street West
April 23–May 29
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Marcel van Eeden’s exhibition “The Lone Lake Murders”
pieces together a fictitious weekend event in September
1922 around the perimeter of Lone Lake, a fitting nonplace
for a noirish story. In the exhibition, which takes its title from
an old found pulp novel, a fragmented plot pans out over
twenty-six small works on paper that are installed on matte
black walls, which underscore the somber mood but also
imitate a museological display.
These works are the latest in an ongoing project van Eeden
began eighteen years ago, wherein he vowed to complete
Marcel van Eeden, Untitled, 2010, graphite on
one drawing a day based on photographic source material
paper, 7 1/2 x 11”. From the series “The Lone
made before 1965, the year of his birth. Ranging from
Lake Murders,” 2010.
bloody crime scenes to banal exteriors, his tonal graphite
pieces maintain an aloof photojournalistic style, but some
have evolved to incorporate floating elements that suggest an oneiric state. Paired with comic-bookstyle captions and placed in sequence, the drawings generate meaning en masse and suggest a
mysterious narrative. In several, the words AN APPEARANCE allude to the overlapping character
histories in van Eeden’s epic project. For example, Oswald Sollmann, a fictitious archaeologist whose
name is a mix of Lee Harvey Oswald’s and that of a lesser-known professor of pharmacology from
Cleveland, reappears in this story as either an observer or a perpetrator.
Delving into this archive, van Eeden is like an archaeologist too, albeit an indiscriminate one. By
working in an area of inquiry that predates his existence, he builds a personal legacy rather than
participating in erasure. As most of history is already a convenient fiction, van Eeden’s revisionist tactics
fill in the blanks to write an absorbing story.
— Jen Hutton
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Vancouver
B. Wurtz
THE APARTMENT
450 Chestnut St, Apt. 506
May 16–August 15
The idea of shelter or cover has been a long-standing motif
in B. Wurtz’s work, and so it seems only appropriate that his
latest show has been installed in a gallery-cum–residential
apartment. While the exhibition space––the bedroom––is
modest in size, this modesty only augments Wurtz’s six
pieces on view. Indeed, given the domestic nature of much
of Wurtz’s practice, the part-home, part-gallery context here
makes his art all the more resonant.
Wurtz has an ambiguous relationship to traditional media.
When asked by curator Lee Plested to classify his works,
the artist said that he prefers not to categorize them; and
the question of just what a Wurtz piece is already points to
part of the work’s fascination. Wurtz uses plastic bags,
socks, buttons, wire, shoestrings, clothes hangers, pieces of
wood and canvas—in short, everyday objects. Dirty
Laundry, 2009, for example, is a photograph of a pile of
laundry printed on translucent fabric, so that the piece
emphasizes the quotidian while also blurring the line
between image and object. Untitled, 2009, comprising a few
pieces of painted canvas studded with buttons, is
reminiscent of Rauschenberg’s “Combines.” Each piece
arrived at the gallery packaged in plastic, with handwritten
instructions for assembly on the back of the work. In some
instances, viewers can see glimpses of the instructions: a
hidden textual detail in Wurtz’s assemblages.

B. Wurtz, Umbrella Handle, 1996, wooden
dowel, rope, plastic bag, nail, 74 x 36”.

— Aaron Peck
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Mexico City
Pedro Reyes
LABOR
Colima 55
February 25–April 18
Pedro Reyes first conceived of a television series that would
feature puppets of Karl Marx and philosopher Adam Smith
in 2007. It was not until the next year, however, when Akiko
Miyake, the cocurator of the third Yokohama Triennale, put
him in touch with Japanese master puppet maker Takumi
Ota, that Reyes was able to move forward with the project.
Through elaborate drawings, Reyes designed twelve
puppets for Ota to create, after which he began to work on
Pedro Reyes, Babymarx, 2009, still from a
a trailer and the pilot episode of Babymarx, 2009, in
color video, 23 minutes.
collaboration with producer Moisés Cosío, the founder
Detalle Films. This exhibition presents many of the objects,
props, and sets that resulted from the filming of both the pilot and the trailer. It includes puppets of
Marx, Smith, Stalin, Lenin, Mao, Guevara, John Maynard Keynes, and Milton Friedman—all of whom
take part in the ideological debate central to Reyes’s film. Also on view are Reyes’s puppets of fictional
characters, including the librarian Miss Lena, which create the engine and support for the debate
between capitalism and socialism in “Crisis City.”
Monitors on top of two tables here portray scenes of the making of the first episode of Babymarx.
Members of the Japanese puppet theater company Hitomiza manipulate the characters in a two-story
library building designed by Reyes, which references modern architects and designers including Le
Corbusier, Jean Prouvé, Richard Neutra, and Jørn Utzon, as well as Mexican modern masters such as
Mario Pani and Reynaldo Pérez Rayón. Nearby, the actual model of the library takes up the rest of the
exhibition space. While it may seem strange that Reyes’s characters inhabit the library, Babymarx
suggests that the premise of that sacred space as a container of knowledge is now subject to revision.
Eschewing cynicism, the artist imagines it as space from which it is possible to conceive of new
economic systems and perhaps even question the premise of capitalism.
Translated from Spanish by Jane Brodie.
— Montserrat Albores Gleason
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Joachim Koester
MUSEO TAMAYO ARTE CONTEMPORANEO
Paseo de la Reforma y Gandhi, Bosque de Chapultepec
April 17–August 29
The Museo Tamayo opened its doors anew in April with a
transformed program and identity. The strongest of the
inaugural solo exhibitions is a presentation of work by
Danish artist Joachim Koester, titled “From the Secret
Garden of Sleep,” that assembles pieces made between
2003 and 2009, including a video projection and a 16-mm
film installation. Koester juxtaposes established historical
narratives with informal countercultural phenomena, seeding
his work with references that range from Immanuel Kant
and John Dee to Charles Manson and Carlos Castaneda, by
way of Charles Baudelaire. By layering historical and
esoteric narratives onto one another, he explores how
individuals and ideas overwrite landscape and
representation.

Joachim Koester, The Kant Walk #4, 2003–
2004, color photograph, 32 x 27”. From the
series “The Kant Walks,” 2003–2004.

One of the seven works on display is “The Barker Ranch,”
2008, a series of photographs that depict the hideout of
Manson and his “family.” The images explore the relationship between location and memory in terms of
America’s history of expansion and rugged individualism, acted out in a landscape saturated with
violence. A similar rapport between psychogeography and modes of memorizing history can be seen in
“The Kant Walks,” 2003–2004, a series of prints and texts based on Koester’s travels to Königsberg
(today’s Kaliningrad, Russia) and his attempt to trace the philosopher’s famous perambulations.
History offers us lines and trajectories that come from the past but do not always lead to an undisputed
narrative of the present. Accordingly, the historical spaces Koester unfolds are neither linear nor whole.
Exploring his landscapes, one encounters contradictory representations of history, seeing these
accounts’ affective depictions and delivered practices in a new light.
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— Adina Popescu
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“The Traveling Show”
FUNDACIÓN / COLECCIÓN JUMEX
Vía Morelos 272, Colonia Santa María Tulpetlac
April 15–September 5
Curated by Adriano Pedrosa, this sizable show explores
and makes troublesome art’s relationship to the notion of
travel. It opens with four works from nineteenth-century
Europeans––Octavio D’Alvimar, Henri Pierre León
Pharamond Blanchard, Jean-Baptiste Louis Gros, and
Jean-Frédéric Maximilien de Waldeck––that offer a romantic
archaeology of Mexico. For Pedrosa this exhibition––and all
exhibitions––begins with a journey. “The artworks migrate
from the artist’s studio or from a collection to a gallery or
museum,” he writes in the press release; “they are
regrouped, recontextualized, juxtaposed to others.
Everything here has suffered some sort of displacement.”

View of “The Traveling Show,” 2010. From
left: Diego Pérez, Biblioteca de Nezahualcoyotl
(Nezahualcoyotl Library), 2004–2006; Carlos
Huffmann, Untitled, 2009; Fernando Ortega,
Untitled, 2008; Jean-Frédéric Maximilien de
Waldeck, Reconstrucción ideal de una
ceremonia prehispánica, (Reconstruction of a
Pre-Hispanic Ceremony), 1826–36.

The thematic focus of “Traveling Show” shifts and
transforms with pieces from the 1960s and ’70s that
introduce ideas of passage (especially in contributions by
Vito Acconci and Robert Kinmont), site (On Kawara), and
dislocation (Robert Smithson). Other works by contemporary
artists engage travel through physical transit (Francis Alÿs),
tensions between foreigners and locals (Claire Fontaine), and the inclusion of elements that become
the documentation of a journey (Gabriel Orozco and Walead Beshty). Film and video constitute a large
part of the show––these are moving images about movement that reinforce the conceptual
underpinnings of journey and passage.
— Montserrat Albores Gleason
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