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I'm not going to use this space to wax
on about how this publication is a love
latter to tha city or to art, or critical
writing. Instead, this is an offering

to the magnetic, varied, weird, and
pulsing artistic production that is
happening in Los Angeles right now.
This is not new, yet our art world

is currently in a dynamic Hux, while
still retaining a plasticity and an
openness that is appealing. A certain
roominess. The space that the city
embodies offers a sense of freedom—
both physical and concaptual —
giving L.A. the unique opportunity to
ambitiously take risks, including the
risk of failure.

Yat, with all its space, the Los
Angeles art world is fractured. Criteria
for which social group you belong to
seems to be informed by which side of
the 405, the 101, or the 5 that you
reside on. This publication aims to
connect our disparate circles; various
venues and artists—both young and
established —will receive the same
level of discoursa. Just as Carlg will
strive to address the multi-faceted
condition of our city, our output too
will be ambidextrous: Through our
wobsite we will cover timaly exhibitions
and ideas in an accessible and guick
format, while the printed quarterly
will serve as an archive, the physical
page implying a slower pace.

Qur contributors are some who
yOou may recognize, and some who
you may not. Thay are writers, artists,

curators, and thinkers. Some of them
make a living sending their words to
publications rooted in other cities;
Carlog offers an opportunity 1o localize
these talented voices in Los Angeles.
L.A.'s maniacally active art scene has
plenty more to discuss than what fits
into one or two 600 word reviews in
the back of a New York or London
based art magazine.

Carla is a centralized space
for writing that is bold, honest, and
approachable, while at the same time
rigorous and challenging. “Casual
criticality,” | recall pitching to a raised
eyebrow in an early planning meeting.
Community and criticality should exist
in tandem, balancing and challenging
one another. Art criticism has always
incited and fueled artistic production,
not caused it to stagnate. Cliché as
it may be, L.A.—with its praoximity
to Hollywood and the Pacific—risks
being reputed as shallow, glitzy, or
surface. Discourse in and about our
city is vital to not only producing
engaging conversations at home, but
also insisting on Los Angeles as a
major art presence to those abroad.
We welcome your ganerous support,
and are proud to introduce Corla
to Los Angeles.

Cheers to many more,
Lindsay Preston Zappas
Founder and Editor-in-Chief
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MEAT

PHYSICS/
Metaphysi-
cal L.A.

On the bed of a blank canvas, Charles
Irvin births his Cryptic Response
(2014): Mushrooms, some mora
glanslike than others, sprout from a
cave of eyes. Orange rocks morph
into the purple folds of o possageway,
enveloping a green figure with yellow,
humanoid legs. Below this prisma-
color vision sit the words cryPTIC
RESPONSE, @8 If the rectangular spread
of white fabric were o guestion to ba
answered—a chance to deliver, into
thea void, some version of a personal
metaphysics. Yet whan the artist

is a painter, this foct triggers the
suspicion held in special reserve for
the medium—namely, the charge of
escapism—as if by making a painting
an artist engoges in an irresponsible
abdication of the shared world in
favor of something idiosyncratic and
unsharable—the shadows thrown

on your own closed eyelids, say. This
even when the mystical aspects seem
integrated into a given corpus. Still, at
its best, an insistence on the human
body might root such figments in the
physiological—from which, in this
lifa, there is no escape.

Mid-century visionaries ap-
parently took a less ironic approach
to contemporary advances in
psychoanalysis and psychoactive
drugs. Many canonical abstract
expressionists storted out as Jungian
symbolists. Painting, before arriving
as an end in itself, sarved to extract
the artist’s vision: once fixed, thus

8

interpretable. Undear the rubric of
“Parsonal Thaory,” a recent exhibition
curated by Irene Ttatsos at the Pas-
adena Armory proposed a lineage of
“mysticism and metophysics™ between
two other Californian artists, together
spanning three generations. Jim Shaw
(b. 1952) bridged Irvin (b. 1971) and
Sara Kathryn Arledge (1911-1998). This
show marked the first (posthumous)
exhibition of the latter's paintings:;
the artist was better known for her
experimental video work in the '‘40s
and '50s. Arledge's moody visionary
watercolors, in which stringy blooms
of rainbow color leak into dark fields,
read like the intensiva, intellectual
anchor to Irvin's bright scatology.
Rather than stony cartoons, Arledge's
swaths of paint reod as the transcrip-
ticon of a sub-lingual vision.

Irvin's paintings, while
often excessive, are undercut by the
“low-seriousness” of his hairy, brushy
style. His psychedelic treatises join
dozens of works which seem less
invested in inward exploration, and
mora interested in minting hip-nou-
veau amalgams of druggy images and
taxt. Efforts like Irvin's Hoop Dowgz
(2013)—a painting of noked yogis and
a golden retriever dunking o glowing
basketball—or o group of canvases
with the phrase wose kioz implanted
in colored bands, seem more calculat-
ed, more referential, than the washier
styles of past painter-shamans. Yet,
despite this meme-like simplicity,
Irvin is doubtless invastad in mata-
physical visions—born in the brain,
yet visions, more often than not, of
meat. At the Armory, Irvin's work hung
alongside Shaw's Initiation Ritual of
the 360 Degrees (2002) (which title
reads like o goofy post-y2k redux of

Travis Ciehl is 0 recipient of tha Creative

Copital’ Andy 'Warhol| Foundaticn Arts Writers

Grant. He lives in Los Angeles.

Travis Diehl



Kenneth Anger's fnouguration of the
Plegsure Dome), o video where a pro-
cession of cultists enter an empty silo
playing grotesque instrumants shaped
like body parts; a leg trombone; a
hand bass guitar. The exhibition
opened by pairing Irvin's 2014 Figure
in Landscope, and Arledge’s 1953
Angry Man: two grotesquely rendered,
reddish lumps of glands and eyeballs.
MNo occident that Irvin's quick patterns
resemble organs—edible and
suckable—intestinal mondalos
extruded in sudden mystic fits.

Cn tha metaphysicol spectrum
of contemporary L.A. art, the fecal/
bodily Irvin falls on one sida, the
latticed /cerebral Zoch Harris on the
other. One critic' writes that his work
might be mistaken for that of 20*
century mystics, but, surprisingly, is
the product of o 2006 MFA graduate
of Hunter College. Harris proves that
visionary work can also be highly
constructed —self-oware—and ot
tha some time sarious. It is pracisaly
his insistence on the value of other-
worldly motifs that grounds his work
in an acodemic tradition. As with
tha so-called "Zombie Formalists,”
Harris couches his seductive canvases
in the business-savvy axiomatic rhet-
oric of contemporary painting. Yet the
guéestion of authenticity here hinges
not on more recent ambivalence, but
on the almost classical visionary role
of art.

Harris's signature innovation is
his wide carved frames, psychedelic
topographias in themselves, which
border his small convases. In Obser-
vatory (Dork Rainbow School) (2012),
over a foot of eyelets and wawvas
encase a small diemond-shaped oil
painting of a sun ripping through
mountainous clouds. The final
composite product serves to embody
the vision with weight and lobor: a
physical insistence. Though, like Irvin,
playfully engoged with the possibility

1
Kan Johngon, Sl B Raview,” The Mew York Temas,
Hanory 30, 2008, p O

of “visionary art," Harris’s paintings
exhibit o0 more studied/meticulous
self-evidence akin to that of Arledge.

It may be fashionable (now,
or always, in California) to flirt with
the effects of belief. At the recent
Cameron: Songs for the Witch Woman,
at the MOCA Pacific Design Center,
wall texts seemed to take for granted
metaphysical feats such as Cameron's
psychic ability. But it's important to
distinguish between the reality of the
effects of belief in metaphysics, and
the reality of matophysics; sincere
baliaf in which few artists would fess
up to without qualification. It's easier,
parhaps—and better for businass—1to
retain the plousible deniability of on
intellectual stance, without canceling
the attractive intimation of magic.

What is valuable, then, in vision-
ary painting—foregoing the escopist
“space for reflection” of AbEx—is the
exercise of a physical projection
of the psyche. This is not to say that
the symbaols generated in work by
Harris, Arledge, Irvin et al. will bear
direct interpretation on the order
of dreams, but rather that in their fe-
tal and genital imagery thay insist on
the physiological link between vision
and the body. Irvin's symbology, for
example, exploits an almost illustra-
tive slippage between the mushroom,
the penis, the man, and the trip.
Harris's paintings recall a journey taken
across the forking patterns of your
own blood vessels, or the mountains
and valleys of the brain. Arledge's
most well known visionary work, the
gauzy Introspection (1948), tokes the
form of a dance for film.

Is the inward journay not also
an escape? But that it were so easy
to disappear into the slow mandala
of the self. Without further probing
the artistic merits of these practices,
we might nonetheless toke tham as
indications that visionary art contains
its own frought territories. The

@injoe
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Art for
Art’s Sake:
L.A. in the

1990s

Whan | returned to Los Angelas in
1996 from the Bay Area | was not so
aware of the commarcial aspect of
the art scene. Being that the early
'90s was a time of identity art and
mediums such as video and perfor-
mance, | was under the impression
that contemporary artists made

an income from grant applicotions
and teaching positions. My assump-
tions were correct, as this was much
the cose in the early "90s. While |
had frequented some galleries in
San Francisco such os Poula Anglim,
Rena Bransten, Four Walls, Haines
Gallery, ond The Luggage Store, |
mostly thought of contemporary art
as axisting in tha schools, nonprofit
spaces and institutions.

Like mony other LA, ortists of
my age, Helter Skelter at MOCA, in
1992, changed my understanding of
what was possible in art. | viewed
the exhibition at the age of 23 and it
was an important experiance for me.
It became o motivation in becoming
an ortist. When | returned four years
later to attend UCLA as a graduote
student, | was returning to the city
where | was born. | was your typical
L.A. kid of the 19705 and "80s. | grew
up on the Westside, my father was
theatrical agent, and | participoted in
the teenage debauchery of the 'B0s
(from the Cathay de Grande to the

“Less than Zero” lifestyle). It seemed
that everything thot was L.A. was
inherently ingrained in me. Besides

1

spending time at the UCLA Warner
Building and living in Venice Baach,

| spent most of my time buying re-
cords (to both collect and resell) and
going to the 15 or 20 relevant galleries
that existed at the time.

It sounds funny to say 15 or 20
relevant golleries, but you truly could
count them on your hands and feat.
ACME., Angles, Blum & Poe, Christo-
pher Grimes, Dan Bernier, Gagosian,
Louver, Margo Leavin, Marc Foxx,
Pace, Patrick Painter, Patty Faure,
Regen, Richard Telles, Resamund
Folsen, Shoshana Wayne, Thomos
Solomon's Garage, and a few others
| am forgetting. These were the
days before Chinatown. The concept
of o commercial gallery was foreign
to many of the young artists of Los
Angeles. | remember a friend from
high school standing in the courtyard
of the steel buildings of “Baby Berga-
mont” (home to ACME., Bernier and
Fooox) being thoroughly confused. In
an excited and opportunistic voice
he exclaimed, “where do | sign up to
show here?” | believe he thought of
it as the eqguivalent of a recreation
canter or soma kind of civic-spon-
sored space where he could simply
slot himself in to participote.

A part of me misses the naivaeté
of those days where a line between
teacher and student existed, and
gamesmanship and careerism were
not nearly as commonplace. This
seemingly changed overnight and

@injoe
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by 1997 the rush was on for young
art. The promotion of o new group

of sculptors out of UCLA would
change the foce of things, eventually
resulting in substantiol articles ranging
in publications as varied as Spin and
Artforum. Bruce Hainley and Dennis
Cooper recognized the group while
they ware still students. These artists
would soon go on to have representa-
tion and later participate in the Mise
en Scene show at the Santa Monica
Museum of Art in summer 2000,

One catalyst for this new
axceptional sculpture was on artist
run space called Room 702. Located
on Melrcse and Heliotropea, the space
was run by UCLA grad Brent Peterson
and artist Mark Grotjohn. Early shows
by the painter Kristin Calabrese
and sculptors Evan Holloway, Jason
Meodows, and Pentti Monkkonen,
highlighted work that made a huge
impression at the time. It wos here
that Peterson and Grotjahn first sold
works by the young artists to the
handful of prominent L.A. collectors.
This was an exciting event ot the
time given that this kind of thing was
unheard of, As o wider audience
was starting to emerge, many of the
scene's dynamics shifted. Frisndships
were both gained and strained and
the notion of what it meant to be an
artist changed dramatically. Work
that was once made for oneself and
one's peers was now being presented
to a much wider oudience. People
weara paying attention to art students,
not only grads but also undergrods.
At UCLA, the reception of both
Monkkonen and later Eric Wesley

highlighted a situation where substan-

tial gallery shows were being given to
artists who were in their early 20s.
Another artist-driven space of
the time was Dave Muller's Three Day
Weekend. Muller would invite large
groups of his artist and friends to do
temporary exhibitions on three-day
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weekends throughout the yeor. These
shows were reloxed and inclusive,
and as a result a who's who of the art
scene, Grossroots ond more non-com-
mercial, the exhibitions would typical-
ly take place in Muller's residence and
other low-key wayward venues. Both
the nonprofit and commercial gallery
scena seaemed sort of mannered and
bureaucratic in the light of Muller's
venture. Three Day Weekend was par-
ticipant-driven and never formalized
in such a way as to prevent it from
being fluid and primarily centered
around ortists.

The frenzied promotion of
artists both in and out of school
culminated in the unlikely event of
Calabrese doing o major exhibition ot
Gagosian, Beverly Hills, in December
1999, Her exceptional block and white
paintings of interiors were displayed
throughout the exclusive gallery. The
artist was a year out of school and
many of her peers that evening found
tha event to be surreal. Thesa wera
the same paintings that hung in the
Warner studio just a yeor before. Cal-
abrese reflected on the show and the
fallout that comea from it on Michaal
Shaw's The Conversofion podcast in
2012. Colobrese stoted, © | sold most
of the things and people wrote terri-
ble stuff. It was weird when people
said | didn't really deserva it, | felt like
there was a lot of career backlash
showing ot Gagosian so earfy.”

In the coming decade
Chinatown would emarge os a mora
likely place for young artists to show
out of school. The first ond second
generation of galleries included China
Art Objects, Goldman Tavis, Block
Dragon Society, Daniel Hug and
David Kordansky. Thase gallerists
were closer in age and stature to the
artists who they reprasented, allowing
for @ more synergistic and egalitarian
power relationship between artist
and dealer.

| would be eight and a half
yoars out of school before | would
have my first solo show in Los Angeles
with Kordansky in December of 2007,
| was 38 ot the time. |n the prior years,
my more subtle work was rejected by
most of the galleries in town. | was
not a youthful figure and my work was
always more conceptually driven
and reductive, 5till, all that happened
in those early years framed both
my understanding and sensibility.
| feel fortunate to have been in Los
Angeles at such an instrumental time.
Today | con't really relote to young
artist’s assumption that the gallery
gystem is rmadily available to them.
| have seen both frothy and dry markets
and always feel that art is made for
the artist in the most primary sense.
Those early days give me inspiration
that the mystery and intrigue of
art is still the motivation. | derive this
inspiration from the innocence
of that time.

1
Eoriste Colabehin shais
card from Gagosian Gallery
2000}, image courtasy of
Anthony Fearess

&

Jeson Medowe! Jorgs Pardo
shiowr card from Brant Patarsos
(P09EL Imogs couresy
of Anthony Poarson,

-]
Paritti Monkkonsn shaow corm

feoem Reroem 702 (1998]). Imogs
sourtagy of AMBiany Pedfson



A Dialogv€ in Two
Synchronous Atmospheres

fexnnden Girarn
Erik Moise with D ern e

Much of your art practice is inform-
ed by your childhood emigrations
and the various countries you have
called home. How did these experi-
ances sensitize you to the worlds of
the stranger and the outsider?

| attended seven schools during
grades 1-12 in five geographies, each
one completely different. Every
parson who migrates knows much is
gained or lost in translation. Because
| grew up in such an internctional way,
| had both a sense of the fantastic
world outside and a complete world
of fantasy in my head.

| grew up surrounded by art —
folk, modern, contamporary. My
mother and father collected African
art from their time in Nigeria together,
and in Mexico my mother's close
friend was the sculptor Helen Escobedo.
As a child | found the presence of
their art comforting because it didn't
speok to be understood. | still associote
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¥ bagan counting in English. ..

.. buit the wards unfaillingly metamorphosed mfo
Franch. &s long as she could remaembaer, language
hod always bean marciful, emploving o farrego of
sounds and calors and patals. One, twa, three...
quatorre, guinze, seze. The boxss of books
numberad more tham thirty, Treata.

Chsessed with efficiency, the books hod been
organized by size within the cardboord, and

50 grouping them ogain by subject maotiar and
alphabstizing once more gave the unpacking o
walght sha hod only expenenced psychically at
har Jungicn therapist's offica. It was the bocks of
fiction that wero the heowviest, X pulled out soch
wzlume, stacking it first on the ground to get a
sonsa of soch letter (K for Kafko, Karon, Kerowas,
Kineaid, Kurieshi, et catera). The amall boak,
bound in green Yenstion poper, swirled eddies

aof plgmant, hoed no dantitying title or owthes

af elther covers of spine, and 26 she spaned it
hapharordly to 0 cantral poge and reaoed:

“Midway through lts voyape ocross the Atlaniie, a
phanc’s kays bagan 1o plink dissonant messoges
in tha recking hull of o comga liner. The clatiering
sounded tentatively to bagin, lost in ol tha
vorious creaks and tintinnobulotions of its mather
vaiaa|, which plowed viglently ahadd. lacae & Iace
with the gurgling sea.

14



*Tha piang, a simple maohogony verticol it by
the firm of Waddington and Sans, Lendon, in the
20, apent most of ive life aleng the Massachu-
satts ittorod, nestled inside a kalionate house that
wos odarned with a Widew's wall; it had Fetened
patiently ta family recitations of Moby Dick and
The Sawth Sea Tales; it undersiond the thingness
af the sea, the unknown, ths w@erar, tha weather
af it. The instrument had mode identical journeys
from the Cid Waorkd to the Mew four times kith:
erta, gaining with saoch expedition another layer
of salty residuum over the spruce scundboard,
tha results of which had imported o wanging and
funereal timbra fo its sting articulation;

Swoh-bwah-burmwah,
Bwab-bwah-bumwah.

“The notas chiming through the orlop deck’s mossy
ather oppreached the purfieus of meicdy, same-
thing redalent of a sailor's ehantey or barream
chonsan, Undulating te and fre beyond the ship's
steal bulwark, the ocean’s metronoma aecompa-
miacl at an exoteric temps, ot moments ol and
pliont like a lullaby, and other timas sovage as if
threatening to pitch the harizen parmananthy onto
% side.”

In thesa woeds, X falt o surfeit of nousea, forming
at har canter and spreadng cutward towand hor
clavicle and hip bones: “Why was this so familios?

Was this Julss YVemaT" And then she Ripped to
tha front of the cowar and sow the inscription:
CHERE X
_ LowE, K.

Whot king of conemunication wos this betwean
them, and why now? Why hod she waited to read
the book? She turnad post the inscription to the
title page, rasting fior o momaent on the quota:

Witer engenders skin, it is octuaily ond wtimanedy
e some surfoce.

Roland Barthes, Michelet

and Began 1o read. Wos it K whe hod intraduced
her to Barthes? s she sat legs crossed on the
concrate oo, the cold seeping In, the piles ol
baoks nonethelest surrsunded har s a tendermess
of baing “entre guillamets” as i “under covers,”

of dorknass or o lover's embroce or sunk in thae
endless integument of the sea batwean them.

X remambaened who she wos: an artist, o sculptos,
and bagan rooting around in the depths of har
dizcomfort in the anby wary she knew how. Sha
maacha this Firat drawing, o bt with o plans, just
a3 described In the book, but, as in o draam, with

home with certain objects (rather
than spacific places), like the Mexican
paintings of my grandparents’ or

my mom’s piano, which crossed the
Atlantic five times in my childhood.
This rootlessness and yet dedication
to material culture has no doubt been
part of my becoming an artist.

@injoe

Did your creative fascinations with
concepts like “telepathy™ and “other-
ness” lead to a particular interest in
French literature?

My Francophone interaests praceded
my art practice, as | lived in Parisas a
child; my mother was in charge of the
Fulbright Program between the U.S.
and France, a program she had also
run in Mexico City. My French waos
never native, but experiencing the
metro and the food and the inclemeant
foll weather as o 12 year old gave me
a kind of cultural fluency that led later
to a desire to reconnect with that
experiance. When | went to college,
hare in the U.5., Derridean thaory was
de rigeur, and | felt quite excluded by
it in the classroom.

It wasn't until many years later,
in London, when | was looking for an
appropriote groduate school that the
American artist Jeffrey Gibson intro-
duced me to the writing of Héléne
Cixous. It was as though her writing
was the magic word, the telepathic
messoge that would both make
sanse of and open up the worlds of
French literary, philosophical, and
psychoanalytic thinking. At the same
time it provided o grounding context
in terms of her Feminism and hybrid

Erik Morse is the outhor of Dreamweapon (2005],
and Bluff City Underground; A Bomon Nolr of the
Deap South (2012). He is also a lecturer at SCI-Are
and o contributing writer (o Frieze, AriReview,
The Believar, Pars Review, LA Review of Books,
Bookforuyn ond The Guardian.

Erik Morse



background os a German, Jewish,
MNorth African, and French woman.

I'm struck by this imoge you
mentioned of a piano crisscrossing
the ocean as an apt metaphor for
how your work details the emotions
of “otmosphere.”

Yes, in that image the pianc is mute
but yet we can still hear it in our
heads...how it has played, how it
will (hopefully) play again. It reminds
me of the sodness of the movie The
Piano— poor Ada MaGrath, getting
shipped off to the ends of the earth
{New Zealand), sold into marriage
by her father. The final scena, as she
throws the piono overboard, into
the seq, to commit suicide, and then
changes her mind underwater, Why
is it s0 often in stories that we must
go down or underwater to reveal the
truth about curselves?

Do you think artists living on a
coastline like L.A. are more attuned

to telepathing to the outside?

Do you think it's the ocean’s shore thot
makes us more attune to nature here,
or is it the tor bubbling up through

tha earth, or the sense of the tectonic
plates moving under our feet?

Despite being o text-based artist,
many of your exhibitions, like
Womb-womb Room (2011) and
Interior Forest (2013) take on a
strong, experiential dimension.

Much of my early work in drawing
wios sculptural. | used to weave large-
scale webs of language in wire filigree
and create what are almost unphoto-
graphable masses of this material.
Ower time, my proctice shifted: tha
wire then moved to the wall, whara

| troced its shaodow, then to paper, and
then the work lost the wire altogether.

tha planc strappad to its bow, She rememberad
hetr Pather's obsassion, at the end of his lifte, with
Atlontis. Mo, nat thot he balieved in it, but he had
bean bath a gaalogist and a fellower af Rudslph
Steiner, an anthropasaphist, ond struggled o
megencile the two, Not much had been known
about the aarth in Steiner's daoys. That its

erust movad up and down wos cceapted, but nat
side-to-side on plotes, 05 we kidw them now.
Sha remamberaed her father axploining the sarhy
raval missisr from England, plambing tha
depths for the first time with plono wire two to
thres méles in length, astonished ot how desp
tha seo wos,

X came to and looked onca more at the ook

im har honds: entire oceans of prosae yet to ba
spanned, on maginory voyage, o 2lgeog. But it
weasn't bers. She theught to hersalf that maybe
she could perch her aar between the pages,
listening to it like a canch shall, Perhaps she
would haor K's wonds beckaning her like o
susurront ploso ploying ogaingt the tide, What
thirgs would K shame? Mo doub, they would are
fitfully batwesn hairfoomes of childhood ond of
thair affir, And then she storted loughing, Waves
of laughter rese up fram her bally, She cauldn’
lp . The book fell to the Hoor

i
Alparirira Grond, Booi and
Fiand (25 Imogs courtasy
of tha orisst,



With o histrionic foir of her hand. X cleaoved the
boak down s center as though she ware parting

the Biblical child in holf.

She cought her breath,. as she sat up and
observad that the beok’s poges, now clustaring
into distinct bands amerging from the spins, tock
tha shopa of the ketter K turned upon its side. She
closad the text with an air of finality and sealed
its graan skin with a saltwater kiss.

What was new about the
Womb-womb Room, which was
originally commissioned as a piece to
recreate” or “re-enoct” Foith Wilding's
Crocheted Environment (1972) for o
Pacific Stondard Time exhibition, was
that the source for the idea come
from another sculpture. The two
things that become essential were
the use of color and how | addressed
what feminism was today, which | did
by asking artist Channing Hansen to
collaborata with ma. It took us almost
a week to install the Womb-womb
Room at Night Gallery, with up to 11
artists and volunteers all sewing this
giont wab together, listening to music.

It was that collective hum that
made the ideo of the collaborative
drawing of the Interior Forest a possi-
bility. Héléne had given me her book,
Philippines, in 2009, and for years
| had mulled over how to embody the
work. As o reader, | immersed mysalf
in the ideas in the text— Jacques
Darrida’s obsassion with Freud’s
redacted writings on telepathy—but
as a maker | knew that the responsi-
bility of giving form to Héléne's text
was too graot,

| still relate so profoundly to her
voice. My real relationship to Hélene
grew out of that initial sense of con-
nection and correspondence through
reading her texts. When | first met
my long-term collaborator, hypertext
pioneer Michoel Joyce, in person over
dinner, he commented about the way
that | spoka, that | was a “*Cixousion.”
It's interesting how we recognize each
othar, isn't it?

Slexandra Grant is a0 text-bossd artist who uses
language and netwarks of words as the bosis
for et work in painting, drowing and sculpture.
Grant is known as o ‘rodicol collobomtor =it

s colleborating that shopes what she does cut-
side of the studic os much as within it. Gront
hos worked with weiters os diverss os hypertaict
pionaser Michoa! oy, ector Eeanu Beeves, ariest
Channing Honten, and philogopher Hélbne Chous
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SOGTFO

at
Francois
Ghebaly

February 28
-April 11, 2015

First —just to get this out of the way—
it feels so good to be writing about

an exhibition of big sculptures in a big
gallery made by five women. When
was the last time that happened?

Mot that bigger is better. Neither
are gander-axclusive shows necessaor-
ity the way to go, in this day and age.
Doesn't it seem rather anachronistic
to organize an exhibition defined by
its participants’ genitals? Of course it
does, and that is what gives artist-
curator Charlie White the license to
do so in this purportedly post-gender
world, All-male group shows raise
nary an ayebrow. In the second
decade of the 21st century, this feels
confounding, not to mention exhoust-
ing. A 2015 update of The Guerilla
Girls' 1986 Report Card of New York
galleries’ gender balance, by the Fem-
inist collective Pussy Galore, maokes
for depressing reading.

Thankfully, White's axhibition
did not simply gesture tfowards
redressing this imbalance, but made
an argument (or the start of an
argument) about scale, form, and
gender within the tradition of
sculpture. Even though the show was
future facing, the work included

18

was rather troditional: by and lorge,
institutionally scaled sculpture, gen-
erously spaced, with a bias towards
cost metals and things on plinths.
Primary colors and primary forms
predominated. | wouldn't even have
guessed that it was a women-only
gshow if it hadn't been Hogged as such
by the press release and the title.

Ah yes, the title. SOGTFO
standing for “Sculpture or get the fuck
out"—a play on the Internet message
board acronym TOGTFO (*Tits or get
the fuck out”). Maybe this is one
of those terms that everyone alse hos
been shrugging off for years, but
to me, hearing it here for the First time
is dumbfounding. Even subverted,
its oggressive tone seems unfitting for
the generally measured output of
these five artists. None are polemical
about their gender, and it is hard
to imagine any of them coming up
with a title as coustic as SOGTFO—
which, of course, they didn't.

Andrea Zittel—ot 49 years
old—was the grande dame of the
group, and former faculty ot USC
where White is a professor. Amongst
this group of artists, it was Zittels
relationship to space that seemed
most influential: whether sculptural
or gecgraphical, she approaches it
as territory for autonomy, liberty, and
differance. Hers is not the impulse to
establish dominion over space, but
rather to find a comer of the world
that is not overlooked or fought over.

For Zittel, grandeur of scale
allows for the creation of small things.
This is as true of her 35-acre property
in Joshua Tree, A-Z West, where she
makas knitted garmants and hand-
made paper, as it was of its analog in
the exhibition, an instollation titled

Jonathon Griffin iz 0 contributing editer for

Friora mogazinge, ond ofso writes for publications
including Art Review, Art Agendsa, The Art News-
poper, Culfured, and Mew York Thnes T Mogozine.

Jonathan Griffin
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Flat Field Work #1(2015). In the piece,
Zittel arronges rectongular parcels
of activity—hand wowven rugs, enamel-
painted plywood=—on a large block
carpet. A gorgeous watercolor in muted
tones is pinned, low down, onto the
back of a tung-oiled freestanding wall.
5o spoce is freedom. Is that
whot Nevine Mahmoud had in mind
when she placed her aluminum
objects on large panels of color?
In Tunnel Chunk with Colored Plane
(2015) o small ring of acoustic foam,
cast in rough grey metal, seems to
float on the glossy red laminate. The
plinth-cum-platform insulates the
spiky, obrasive object from the world
around it. Nearby, another cast metal
ring, this time in bronze and mode
by Kelly Akashi, was slung on a taut
rope between the ceiling and the wall.
Akashi’s Ring (2015} is larger than
Mahmoud's—perhaps the size of a car
tire—and appears inverted, its gloopy,
stalactitic surface forming a hairy core.
Do we naad to stop here and
remark on the symbology of male
and female bodies: the phallocen-
tric forms of traditional sculpture
(columns, obelisks, steloa, erect
statues) and their female antitheses
(discs, balls, rings, tunnels, voids
and caverns)? It seems impossible
not to, although | don't know what it
will achieve, except to allow us to do
our semiotic due diligence and then
move on. Such Freudian readings
seem old-fashioned and, to me, only
sarva to dalimit the meanings of
works as incommensurably strange
as Mahmoud and Akashi's. Or, for
that matter, Kathleen Ryan's—maost
notably a bunch of giont concraeta
grapes on a granite pedestal titled
Bacchante (2015). A bocchante, by
the way, being a female follower of
Bacchus (or in modern, chouvinistic
parlance, a lush.)
Figure 00 (2015), by Akashi, is o
major work that also uses the primaory

forms of the field and the void.

A deep, freastanding white wall has
two circular holes cut through it,

one bigger than the other, The interior
lip where these holes intersect pro-
vides a shelf for a grotesque burgundy
wax cast of a female hand holding

a smooth lump of gloss. Like Zittel,
Alkashi seemed to be clearing space—
both actual and metaphorical—for a
singular expression that is gendered
but which is not principally about
gendar. Figure o0 is rather elagant,
aven precious, until you walk around
the back of the wall and find that

it has been defiled by extravagant
splashas of off-white liquid, now
crusty and dried, that may or may

not be intended to look like so many
giant wads of cum.

Thank goodness for Amanda
Ross-Ho, who wasted no time in
abstract evocations or symbolic
allusions. Her main contribution to
the show, Untitled Sculpture (ONCE
U GO BLACK) (2015), wos a six-foot
high pair of female mannequin
legs wearing seven pairs of thong
underwear, each pulled down slightly
maora to display o range of grey-scale
fabrics, progressing from white to
block. A photograph on the exhibition
announcement email, presumably the
inspiration for Ross-Ho's sculpture,
showed a similarly dressed manne-
quin in a store, with different slogans
on each pair of panties. “DON'T
BE A PUSSY / EAT ONE." or “IF YOU
THINK I'M A BITCH YOU SHOULD
TRY ME IN BED." The image is as
graphic an example of the appropria-
tion of women's voices by men,
of female culture made by men for
men, as you're likely to see.

The unovoidable fact is that
this was an exhibition curated by a
man, an academic patriarch if you
will, in a gallery run by (and named
for) another man. In her brilliant,
internally conflicted exhibition text,



Sarah Lehrer-Graiwer writes, at one
point, about the paranoia “inherited
from feminism that always asks who
and where the powaer is in any given
situation.” “Who's setting the tarms
of engagement,” she asks, “who's
making the rules?” Then, a beat later,

“Can there be a wrong spokesperson
for the right couse?

White is an intelligent and
reflective artist, and these contradic-
tions are not lost on him. That is why
he chosa that image for the exhibition
announcement. Neverthalass, point-
ing tham out is not the same as resalv-
ing them. In his essay, bluntly titled

“An Argumant,” White houls around
such terms as “status,” “power,”

“sovereignty,” “dominion,” and “genius.”

But the argument itself, though
compellingly developead, remains
curiously unresolved. He rails against
the hegemony of scale, and an art
industry which renders exhibitions
“tertiory” (behind the "global confer-
ences” of biennials and art fairs) and
which reduces once-active viewers
to passive spectators. Itis the market,
he says, that has chiefly benefitted
from society’s “alpha-object fatish,”
although he places the responsibility
for change at oll of our feet. How than,
by curating an exhibition of large-
scale work in a spacious commercial
gallery, is he moving these issues
forward? Or rather, by curating an
axhibition of work by women, is he
making it possible for us to "obolish
the internal pattarn of imposing spe-
cific expectations on either gender,"
as he says we must?
| suddenly feel like | want to
go back in time and see the show
all over again, to try and look at this
work without thinking about gendaer,
about wombs and phalluses, about
misogynist internet trolls. Under the
overbearing curatorial conditions of
SOGTFO, however, that would have
been difficult, if not impossible.

Maybe White was deliberately
provoking his cudience by emulating
a defunct model. Was this the
single-gander exhibition to end all
single-gander exhibitions? Given
that it principally drew attention 1o
certain problems by replicating them,
parhaps we should hope (with the
bast will in the world) that this kind
of exhibition doesn't happen again
anytime soon.

1
Amnnca Boss-Ho, Untithen
Scufprure [ONCE U GO BLACK)
(205), high density foom with
urathare cooting, ktes palm,
ket jariey, threod, wood, shesl,
ond formica, 378 « TEEx 4B
|rekias. Images courlesy of the
wriist ond Frangois Ghebaly,
Loa MPI-H [Phato: Robart
Weesernay ]

=
Eothlsen Ryan, Bocchante
[2M5), concrele stoinkss steod,
giniba, 48 = 50 s G inohas,
bmaga courtasy of the ortist and
Froncols Ghababy, Los &ngeles
[Fhato: Bobar Wademayar].

=
EOGTFD, Francoiz Gheaboby,
Instolloton View. imoge cowr-
Tasy af The ariats and Franoos
Ghebaly, Los Angeles Fhoto:
Robaert Wedamanyer],

1
Mavine Mohmoud, Tanne!
Chunk wath Coldor Plaone [2018)
alwminum, kmirgis, wood,
&3 = 12 @ 108 Eschau, Imaogs
coartesy of the artist and
Frongols Ghababy, Los &ngeles
[Pholo: Bobart Wedemeyar).



24



#studio
#visit with
#devin
#kenny

It's fitting that my corrsersation wath artist Davin Kanny
accurrad over amail. Kanny is constanthy wtilizing

ar refarancing tha intérnat; through his tumblr Studio
Workout, his heavy presance on sociol media
(Facebook/Instagrams Twitter), ond through his art
practice. His “objects of regard™—otherwise known
as sculptures for those who are uninitiated 1o Kanny's
comprahensive mnemaonic devices—at his recent
show at Aran Cravey, circled bock to the computer.
His simple wood sculptures, titled Desktop Widgets,
resamble our collective tools for accessing the
internet: i.e, mice, iPods, hord-drives. In ow computer-
screen-mediated convarsation, we began by discussing
Kanny's relationship to the internat ond wound up
touching upon hip hop, comedians, and kicks.

Barnett Cahen: In your interview
with the artist Brad Troemel, you said,
“the interesting thing about using the
intarnet is that it is a space that in
some ways is an analog to the way
my mind works.” Speak more on that
and how the rabbit-hole thot is the
internet mirrors your mental process?

Devin Kenny: I'm excited by through-
lines of connection. | often link things
together like a wab, point-to-point,
from the outside in. From skateboard-
ing and graffiti, and growing up in this
beautiful Black body in a very segre-
gated city, | became very aware of my
environment. | love hip hop, ond its
concern with chronicling life at street
level; and through it | felt supported in
my passion for the visual and auditory
culture | would encounter on a day-

to-day basis. My subcultural interests
ware fostered by the internet, whether
it was p2p or bulletin boards. There's
also the aggressiveness and the
detritus of the internat: pop-up ads,
banner graphics, spam threats, chain
letters, oway messoges, avatar signa-
tures. All these things seemed rife for
the sama attention and appreciation
that | would give to what | passed on
the street or on public tronsportation.
As ateen online in the early
2000s, | hod this painful feeling thot
all this cool stuff had hoppened in
tha past, and that | just missed tha
boat—and that it would never return
becausa the Patriot Act was killing
everything. Moybe this fear wos o
result of on overexposure to materials;
| used to borrow like seven CDs o
waak from my older friend Dorian.
He had a huge library {multiple walls
of tapes and CDs, graphic novels,
incendiary literature, etc.), but even
that paled in comparison to how deap
| eould plunge onlina.

@injoe

BC: How attached are you to the
words you employ within your work?
So much of our contemporary inter-

action with longuage and images

is fleeting (i.e. scrolling through
Instagram or our FEB feeds) ond | am
curious if/how thot interaction or
relationship impacts your work?

DK: Was | @ man dreaming | was o
Snapchat or a Snapchat dreaming
| Wiag a ...

Barnett Cohen lives and works in Los Angeles,
Ha recaived his MEA from the Califernia | reti-
tute of the Arts and his B& from Vasear Collagae.
He attanded Skowhegan Schood of Painting and
Sculpture in 2012, Mis work has baen exhibited at
The International Canter for Photography (New
York), Cathouse FUMNeral (Brookhyn), Wox Populi
(Phlledelphia), & Gallary (Seattha), Human
Regourcas (Lo Angelas), Vanice 6114 (Los Ange-
beq}, Cirrus Gallory (Los ﬂununln]. Bovarkys (MY CS
Miamid Maxico City), Galarie SEE Studio (Paris),
and Above Second (Hong Kang).
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My Instagram is pretty light on
text, which is fun for me. The Twitter
and Facebook accounts are a differ-
ent story. | think a lot con be pulled
out of a thing meant to be looked at
only briefly; that which is discarded
can often have a kind value which is
not acknowledged or engaged. | like
the rapidity that's possible with social
networking and | sometimes seak to
bring that kind of immediacy into the
art | shore with people in physicaol
spaca. | am also interestad in the kind
of slowed time possible when you're
in a spoce full of “objects of regard™.

BC: | find a large chunk of your work
to be delightfully tongue-in-cheek
and | am wondering if you could
speak to your attachment to the
objects specifically. Your particular
use of humor and your persenal
investment in the work seem to
operate in tandem. For example,

the photocopied images that you
exhibited at Aran Cravey had o
disposable quality to them that struck
me as purposefully out-of-place in
the setting of a commercial gallery.

DK: The photos were originally part
of o double-sided installation in the
Made In LA show at The Hammer

last year. They were 35mm range-
finder photos | took in Culver City,
Inglewood, and other parts of L.A.
They were then scanned and printed
on an office copier and pinned to o
cubicle wall. They resist some of

the restrictions of the curated print
while also letting o person take in the
image. I1t's not about fighting “the pre-
cious’ os a rulbe, but it is about giving
opportunities [for interacticn] that
isn't olways availoble to people. A lot
of work in the Aran Cravey show can
be touched by people (the yoga mat/
mouse pad, the masks to wear for ris-
qué selfies, and the widgets), because
OPTICAL ZO0OM IS NOT ENOUGH!

BC: Does the act of titling function
as a kind of finale for you to the act
of creation?

DK: | usually name pieces ot the end,
and | just try to have fun in the ways

| know how. | do try to make the titles
and the works “rhyma” with each oth-
er somehow, even if it's a slant rhyme.
It was a long time before | could
embody some of Yeezy's teachings.

BC: How did you arrive at tha vari-
ous olternative personas you have
created, like Devin KKenny, Darren
Krutze, and Ellsworth R. Kelly?

DK: Devin Kenny came from a sotire
about how there weren't o lot of MCs
who used their real name (Kanye
West, Erick Sermon, and Mike Jones
being the only exceptions at the time,
though this has changed). It started
as a performance art/music project
jumping off of an imagined meeting
of the South Bronx (hiphop) and
Downtown (art). That and how your
name always gets misspelled before
you're famous.

Darren Krutza is from a project
that was in the show at Aran Cravey:
o photo diptych titled, Slove Name/
Stage Nome/Ellis Island Snafu. | was
thinking about the given name as an
ideological container and the violence

Devin Kenny ks an interdisciplinary artist, writer,
musician, and independant cerator. Hailing from
the sauth side of Chicago, he relocated 1o Mew
York to begin his studies at Cooper Unien. He has
since continuad s prectice through the Bruce
High Quality Foundation Unbversity, Skowhegan
School of Painting and Soulpture, SOMA, and
through coflaborations with DADDY, poooal,
Studio Workout, Comotroovaysa, Wild |sle, Adult
Contarmporary. He has shown at vamous &t and
music venees in Mawe York City, Chicago, Los
Angeles, including Recess, Het Roode Blsscoop,
Artspace Auckland, Freak City, and Santes Party
Howusa, He recoived his BMFA n 2013 fram tha
Maw Ganres department at UCLA and is a recent
alumai of tha Whitnay ISP,

Devin Kenny



of “making things easier for people.”
Whather it be a stoge nome chosen to
evadeldelay anti-Semitism, or remov-
ing diacritical marks, and the cultural
mismatches that arise from the legacy
of slavery. The photographs are of a
wall that was ¢ shored studio spoce
at Cooper Union where | started
writing this list of names that ware
“ethnically consistent” (culled from
baby name websites). The caveat was
that they all were names that become
“D.K." | wrote them with a fot tipped
marker (graffiti reference) and even-
tually people picked up on the pottarn
and felt entitled to contribute to it so
thare’s a degree of social construction
going on too.

And Ellsworth R. Kelly, | mean,
you know how you can get real nasty
with abstraction, right? My sister
went to junior high with Kallz

BC: | recently saw Jerrod Carmi-
chael perform a set at the Comedy
Store. He said that he feels like he is
compensating, always compen-
sating. Like he buys boxes of kicks,
of sneakers, to compensate for
growing up poor. On your tumbilr,
Studio Workout, you posted a photo
of a sneaker (JS Wings 3.0 designed
by Jeremy Scott and fobricated by
Adidas) with the caption “sculptures
on my feet, haters on my heels,
emptiness in my heart.” It reminded
me of Carmichael’s bit.

| started Studio Werkout in 2010 to
unpack why so many people | knew
would be blasting Trap music, or
Dipset, or other epic music about
drug dealing in thair studios. Both
volumes of the Studio Workout
mixtapes deal with the intersections
of the heroic white male painter, and
the hyper-masculing Machiovellian
Black male rapper, who is portrayed
as heartless and subhuman. Studio
Workout is o performative spoce and

many of the posts are from o figure
who's a mix of these two archetypes.
In regards to compensating, when
you are told from all anglas thot

you aren't worth anything, and that
you're unlikely to amount to anything,
for generations on end, the desire

to stunt on people con become

very strong.

BC: LOL on the heartless and sub-
human heroic white male painter.

DK: Ha! | didn’t actually say that but
its funny you put it that way. The
thing about archetypes is one may
feel laft out if one don't easily fit into
them. The other thing about arche-
types they can be very lucrative for
peaople. Shout out to George Lucas.

1

Do Kamny Workshooets 20041,

found objacd, choldbomnd paint,
ahalk, Courtesy of the artist

and fran Crovey.

2
Devin Kenny, Desidop Widped
XWHT (2015), wood, bubchar
black conditionar.
Image courtasy of the ortbt
and Aran Cravey.



Mateo Tannatt
Photographs
Jibade-Khalil Huffman
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Jibpde-Khalil Huffmon (6. #8681} was bornin
Datroit and livesin Log Angelas. He is the authar
of threa books of poams, 19 Mames For Our Sand
(Fence, 2008), Jomes Brown 5 Dead {Future Plan
and Program, 2011), and Sleepar Hodd (Fenca,
2015). Hiz art apd writing projects, which span
photagraphy, video, performanon, and poatcy,
have baen axhibited and parformad ot the Hom-
rriar BAusswn, MabaF S, and the I"..‘Iu:u.un ol
Contampornory Art Los Angeles, among :rthgﬁ._
I Wlay he will prasent o new body of work in =
callabaration with Clowdi Ronkine and Jahn

Lucos ot Musewm as Ratoil Spoce, Los Angales.

i

atec Tamnait (b. HTH lives ond works in Los
geles. His weark Includas the use af sculptures,

puh'lml; photogrophy, performanca, and
meaas of mgulng using objects anmd

quu tn- rsstinate mades of hierarshy
and mtqlmmy Hi# ok most recantly hod aolo
axhibitions at INCVA (Milwoukee), Gallery Diet
i{hdiaml), and Mare Fexe (Les Angeles). He hos
axhibited in More Young Americons, LEnclos des
Bamarding= Hotal da Miramison (Poris), Whan
Attitudes Became Farm Attirindles, COA
Wattls (San Fransiscol, First Among Equals, [neti-
tuts of Contemponary Arts, [Philodalphial, and
All of This and Nathing, The Hammar Mussum
iLos Angeles), Tonnott conceied spociol worke
for Frieze Projects (2015), Alon Kaprow Push ond
Funll, Reimvention, ArtPorcours, Art Basal (2082),
and Parformo 1 2011}, Tannatt will present o sola
cehibition in Jonuory 2006 in Los Angeles.
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SI ow View-l identically painted Jeff Koons paint-
[ ] ings and see that Marlene pointed
- - this one, Ed painted that one, Corey
DlSCUSSlon did this and Pat did that {even though
they all locked as if they had been
made by machines). | spent a few
O n o n e years trying to breck away from this
condition, trying to find new ways to
make marks, but | found that if
WO rk | reduced the amount of information
in the image there was a new kind of

seduction. | came back to realism

@injoe

Slow View is an interview series centerad on o with this in mind and saw that a dark-
single work. The aim is to generata thoughtful, ened scene triggered something in
in-depth conversation, and through this prolongad my mind and made realism seem frash.
considergtion provide an alternative to the quickness At times | think of Basquiat crossing
with which work is often viewed in our digital age. out his painted text, and about how
Julion Rogers is a Los Angeles/ San Diego bosed this makes people want to see what
artist who amploys still life to axplore optical and was written. It's not the same thing,
phenomenological possibilities in painting. Working but there is a way in which taking
with a limited palette and 1:1 ratio, his epproach te something away makes us hungrier
this historic subject matter feels open-ended and to see it. That seems true across
exploratary. His painting Double Positive (2014) is the board.

part of o series of still life pointings depicting fruit

on rocky, uneven surfoces. AB: Do you think of the painting as

dealing with the subject of viewing?

Anna Breininger: The first thing that  JR: Definitaly. The first thing that a lot

strikes me about the work is how of people notice upon first viewing
the imagery dissolves as the viewer these paintings is that their eyes have
moves around the painting. This to slowly adjust to them, as if they

physical flicker is reinforced by the had just been out on a sunny day and
almost twilight-like depiction of light come into a dimly lit room. But once
in the work. Moving from a straight you get used to what you are seeing,
vantage point to a more peripheral you realize that the surfoce is actually
one, the details of the fruit disappear a little reflective here and there. This
and they instead become iridescent usually gets people moving around

hints of form against a monochro- the paointing to see how it reflects dif-
matic surface. Can you speak a little  ferent points of light. So in this sense
more about this physical/ optical the act of viewing is fairly physical.

aspect of the work?

Julian Rogers: For a long time

| worked in photorealism, and this took Anng Breininger was bom in the '80s in rural
Pannsyivania, In 203 she received on MFA fraom

me to NEW,??IE Wh_ﬂr,E | was able Cranbrook Acosdemy of Art ard has attendad

to make a living painting for other studio programs ot Gokdsmiths College and

artists. But after years and years of School of Visual Arts. Currently she lives in

this kind of p-uinting [ begun to lose Los Angebes where she maintoine on ective studio

: b i : i proctica, Sha hae exhibitad in Naw York,

interest in illusion; everything become Priladelphia ond Los Angeles, and hes been

surface. So, | could look at a set of faatured in New American Paintings.

33 Anna Breininger



This painting in particular partly mimics
how it feels to look ot o daguerreo-
type in person. Doguerreotypes and
paintings are unigue objects (for the
most part), so it's a welcome compar-
ison, or ot least a conversation starter.
Photorealism and photography have o
stuffy relotionship—as a couple they
are not tha life of the party—but there
are plenty of contemporary artists
who are working to make a fresh start.

AB: I'm curious about the choice of
fruit. They are so ubiquitous.

JR: There's a long story about how

| came to begin using fruit as a sub-
ject, but basically it came from one of
my very first drawing lessons when

| was probably six or seven: | learned
that shape and color both inform an
object. Fruit is one of those rare catego-
rias of objects whereby recognition of
the object can come through either
shape or color. For example, a banana
can almost always ba recognized by
its shape alone, but oranges, lemons,
limes, and other round fruits can be
easily confused if you consider just
the shape; color helps us recognize
these without hesitation. As the
painted fruit scenes are darkened
ond become harder to see, they slow
down these light speed decisions our
brains maoke to help us determine
objects. Very often | am painting
bananas blue or brown, but we don't
read them like that because what's
around them is differant as wall.

So that's where the idea caome
from, but moving forward | am
thinking more about pulling still
life painting apart a bit to find new
ways that my paintings can function.
There's a massive history of realistic
painting that has nothing whatsoever
to do with photography. I'm not ready
to let thot history go anytime soon.

AB: I'm thinking about how, in the
tradition of still life, fruit becomes
psychological on a metaphoric level.
Do you view this grouping of fruit

as functioning that way as well as
being used to explore perception?

JR: Well | think there's o sort of take-
it-or-leave-it guality about how the
objects in still life paintings function
generally, which | think is important
because the way paintings operate
can bounce around a bit depanding
on the situation and the needs of the
viowaer. |n other words, | am totally
fascinated with how Morman Bryson
writes about still life, obout how there
are varying layers of metaphor and
formalism that operate in different
levels of reality in paintings of fruit
and vegetobles throughout the oges.
But, | also just want to look ot o paint-
ing and have it just kinda knock me
back a little bit. Sometimes these two
things work together, sometimes not.
Thera's bosically a lot | could
say about this question in regard to
this painting in porticular. Thare’s
a mountaintop, which is cold, hard,
remote, unmoving, massive and fairly
timeless, and then there's fruit: small,
soft, consumable, moves through your
body, etc. So there's something small
you have total control over located
in a place that totally dominates you.
There's plenty of room for metaphor
here, but | try not to think about it too
much because it's nice when the for-
mal relationships can still surprisa me.

Julion Rogars wos born in Nashville, Tennesses
in #l1, Rogers works primarily inoil paint, but
hae worked in a variaty of media, Beluding video
art ond electronic music. Rogers completed an
MFA from the Univarsity of Colifernia, Son Dlego
im 2015, He hos recantly shown his paintings in
Japan, Spoin, ond Maxioo, ag wall as Common
weeaith and Council, Sence Alaxander Gallary,
and ACME. in Los Angeles,

Julian Rogers
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Pierre Huyghe
at LACMA

MNovember 23, 2014~
February 22, 2015

Human igm't, Humaon,

| maan. Famously, Pierra
Huygha’s Human is an
Ibizon hound with o fuchsio
fromt lag. At Huygha's au-
tarchic LACMA ratrospec-
tive, o foct sheat assured
mig that the dog was the
proper waight (the bread

is thin) and had proper
breoks (from playing him-
salf). There woas no sheet
for the human humans,
tasked to troipse gallant-

Iy through the space to
Michoel Jockson's *Thriller,”
or don g blinding-to-look-ot
LED mask, or announce my
first and surname as if I'd
traveled bock in time, pre-
pored to celebrote some
frashly coronated sovaraign.
That tha labor and wall-
belng of those performers
waos left to the neoliberol
pariphary while Humaon's
comfort got a broodsheat
works quits well o pro-
specius for the exhibition's
stokes. We may just nead
the aniral if humanism hos
any chanca at oll,

The exhibition ob-
garved a kind of circadian
rhythm, a macrocosm
of the dromatic shifts in
light played outin the silly,
psychadelic LExpddifion
Scintifante (2002), (Huyghe
doing Light and Spoca)
and the nerdy, roots-and-
all lily tanks of Nymphdos
Transplant (2014), (Huyghe
doing Menet doing Giverny
doing God). As if by night,
Hughya's Untitled (Human

Tracy Jeanne
Rosenthal

Mask) (20%4) took over o
central room. In dark blue
tones, a gifl inhobits an
obandoned restaurant in
tha abondoned londscope
of post-tsunami Fukushima.
Whaen ghe sighs, plocing
her hond gently on her foce,
8 minar mirgcla ocouns:

the hand is covered in fur;
the girl is o monkay in o
mosk. The film longuishes
in this waird animality. It's
the uncanny’s purview to
take our knowns, chew
them straongely and refurn
tham to us wrongaed, but
better for it. We know what
disaster victims kook like,
but we hoven't seen em-
pathy in ages. Humanism
needs o masticating. i only,
like the live harmit crobs

of Huyghe's Zoodram 5
{2011), which sport Brancusi
masks instead of shalls, we
could so easily inhabit our
W muing.,

Thot Huyghe's nome
has bean brandished under
the banner of Relational
Assthetics is the bast thing
thot could hove hoppened
to Bourrioud and parhaps
the worst thing that could
have hoppened 1o Huyghe.
Often, this heodline dis-
tracts from the ethically
juicy ospects of his prac-
tice for the lame ort-worldy
ones. The exhibition's

“circodian day” revaalad an
incarnation of Public Writer
parformad ot the opaning,
which read like on unfor-
tunote list of overly fortu-
nate proper Nouns, srung
togethar with tha banal
predicote “was there.” And
the mow-corny Atari Ligh{
(*929) hung from the cailing,
ready for an eager couple
to ploy o round traced in
office overhead lights. At
least this time, Atari had
one busted forescent—

in 2015 offices are aithar
warehouses or your own
Eiving reom; the utopion
revolution of unreguloied,
salf-organized systams nawv-
er came. Ses Adam Curtis
dovastate Loren Carpen-
ter's collective Pong exper-
iment, or ony moataphoric
appropriation of hive-mind-
ed bees and ants to justify
foscism—two insects of
which Hughye makes claver
use in Untilled (Liegender
Frovenakt) (2011-12] ond
Uimwelr (201).

Streamside Doy Follias
(2004) is Hughye at his
mast ombivalent best. The
work documents o celebra-
tion the ortist orgonized
in an upstote Mew York
approximate of o would-be
pastoral town. The toupe
londscope of cheap con-
struction ond dirt not yet
sad into grass fusas with
the settlament rhatoric of
spaculotive community in
o perfect index of Americon
culturs, marketed oz
commadity and sold back
toitself. A deer enters
frashly painted living
roorm, searching for the
forast that was, Thoan, to
the twisted tune of on ice
cream fruck, residents
parada into town, Waaring
animal heads, cardboard
boxes, or silty smiles. They
eat donuts organized by
primary color and maorsh-
mallows stoged s pussy
willows. They gather
sparsely for a speech and o
performance of o Streom-
side thame song (in a minor
kev). The freaky animal
intervention is Hughye's
genius once again, trons-
forming their privotized
partying into public ritual.

Hughvye insists that the
repeatable "score” of the
town calabrotion is mora



important than the portic-
ular “concert” captured in
hig 2004 M. This is dacant
marketing and terrible phi-
losaphy, Whera the evant
and itz docurnentation
balong in history (8 not with
the geod people of Fishkill,
MY as a foded mamaory of
an earnest afternoon, but
hara, with us, 0% o ballad
for o quintessentially Amer-
ican noivetd and its ignored
background of anwviron-
mantal harrow ond civic
heartbreak. It's a better
artwork than it s o po-
rode; which is to say, fuck
Relationol Aesthetics, it's
for our judgment, not their
participation. Of course,
Huyghe sow fit to bust an
Atari tile, ond Humaon is o
walking sculpture we con't
play fetch with. The phony
condescension of “relation-
al” is sheep's clothing for
the sticky ethics of the wolf.

At the end of Stream-
Si0E, 0N enormous round
bolioon hovers over the
matching houses, reflact-
ing the actual moonlight in
a wicked simulocrum. Of
course, it can't be human
without the right amount
of cruel.

Mernet Larsen

at Various
Small Fires

February 28-
April 11,2015

Two perplexad parants

with skin the calor of Caover
Girl's "Warm Beige™ make-
up bean over an infamt with
heavy lids and unfocused
eyes. The infant’s heod is
shoped like o cube becouse

Catherine Wagley

all Mernet Larsen’s figures
ore geometric in form. The
stylization transports her
figures into a video gome-
ke olternote reality, only
whatever game they're in

i more steapad in quirky
feelings ond understated
power dynamics than Tha
Sims ever wos. Larsen'’s
axhibiticn Chainsower,
Bicyclist ond Reoding in Bed
at Various Small Fires, har
first in Los Angeles, wos
filled with angular figuras
ond strongely compressed
spoca, although up close
the paintings were thicker
and more worked-over than
you might expect.

One intarasting ond
challenging aspect about
the recent success of Flor-
idg-bosed Larsen—wha is
75 and hos not exhibited
vary prominantly since
she began making art in
the 19605 —Is how well, in
theory, her work fits into
gartain trends ot a tima
when trendiness often gets
discussed more intently
thon octuol ortworks. She's
gaining visibility whan
putting undear-the-radar
fermole artists on the radar
seems oll the roge.

“[Algain ond again | hova
gean an aanly similar story
structure porroted,” wrote
Azhton Cooper recently,
in har wry Hypemllargic
article, "The Problam of the
Cwvarlooked Femola Artist.”

“Overlooked by the estab-
ishment for her entire life,
she never stopped prodi-
giously toiling in obscurity
ond is finally being given
har dua,™

Lorsen may have toiled
and may well be getting
her due, Interestingly, she
also works in those spac-
83 batwean abstraction
figuration and screen-like

1
MipLihy poroliangio com S r 5SS
the-problamr-of-the-crariookad-
Hoernliecrt -G n-arguinent -
for-enlivening -o-stode-model-
af-dscusson/

fatness/ pointarly rough-
nass; spaces, thot if gollery
prods releases are to be
balieved, we ara currently
obsassed with ("So much of
the contemporary painting
dialogue is dominated by o
reductive abstract formal-
ism,” claimed ong recont
ennouncemeant for a show
featuring representational
painting®). Lorsen seems of
tha mormant both bacouse
sha's receiving overdue
attantion and becousa
she's weirdly in-line with

o mons youthful zeitgeist.
And while contemplating
on artists work in terms of
trendiness can be shori-
sighted, it con also bea
rewarding effort.

For instance, it's inter-
esting to think about the
recent upswing in atben-
tion that the B84-yaar-old
Dorothy lannone's woark has
received, given that lon-
none’s own rebellicusness
initially prompted the same
institutions now embracing
har to rejact har. In terms
of the flotness/roughness
convarsation, Loura Cwan's
recent abstractions—in-
cluding those big Huores-
cent-colored paointings thot
launched tha worehousa
spaca 356 Mission two
yoors ogo—ora worth
thinking about in terms of
tha cumant marketability of

“internat-awara” painting.
The pointings she made in
the lote 1990s hod o quirky,
hand-drown quolity, but
the most expressive marks
in this new work looks me-
diated, like she drew them
in Photoshop first

But even if Lorsen's
paintings appear surpris-
ingly hip ot first glance,
they quickly sidestep con-
versations about thair own
trandinass, mostly because

2
hitpe A theproparty. poliory

Mmalnay



thinking oboult the artist's
oge or about “painting dis-
course” distrocts from her
meticulous portrovols of
hurman bahavior. In Hang'-
shoke (2001), an unbeliav-
ably tall waman and man
shoke hands in on institu-
tional hallway. The tension
is palpable: maybe they're
professors, and one just
got tenure while the other
resents har for iil?

In Explanation (2007),
six figuras sit ot folding
tables holding o meeting.
The institutional green
floar tiles appear to ba
overtaking the ceiling and
walls, while a womaon with
o tight bun oddresses the
group, her lanky Pinoc-
chio-ike orm outstretched.
Although the arm appears
to be wooden, her hond
is creased and plump in
convincing places. You
get the sense that she
hasn't figured out exoctly
what she means 1o say
vat, and the othars wait,
ligtaning politaly.

Politenass was a per-
vosiva thema in this show,
Often Lorsen's figures seem
to be reining their feelings
in or beheving nicely for
somecne alse’s sake. That
said, politenass seemead to
ba missing in tha exhibi-
tion's namesake painting,
Chainsawar and Bicyclist
(2014). The bicyclist, recog-
nizable aos such mainky
becouse he weors a hel-
met—his “bike” consists of
an abstrocted pole—rides
forward towords a womaon
in a shapeless dress. She
helds a choinsow in her left
hand and stares ot him in
a way that suggests he's
wronged her. The woman
leans back os if the ground
she's on hos tilted, muting
her otharwise oggressiva

behavior. Many of the
paintings hove this kind of
twisted Do Chirico quali-
ty; space collopsing, and
parspective bwisting bock
an itself.

Thara's ancugh an-
gling, ottitude, ond ployful
art historical mimicry in
Larsen's word to engulf a
vigwer, And when you're
engulfed you don't usually
have the timae or desire o
osk, "How does this fit into
tha zeitgeist?”

John Currin
at Gagosian,
Beverly Hills

February 19—
April 11, 2015

Gogosion's annual Dscor
Waeek opening is o big degl.
The streats of Beverly Hills
are jammed with the
moLvEau rlehe, who come
out in droves like extros
from Cockaigne—the
mythical land of libarting
excess—1to stond among
the Hollywood A-listers
in gttendance, Rightly
£, John Currin's opening
played into tha high sparit
of the week: imoge is
avarything.

Thea 1 paintings on view,
oll mada over the last three
years, displayed Currin's
cross Europaan impulses
ternperad by his distinctly
Amarican manners, Like
filmmakers Wes Anderson,
who attended the opening,
ond Woody Allen, who did
not, Currin's Europhilio is
personal and nostalgic,
ond a bit cloying at times.
Reference points run the
gamut from vintage Danish

Keith Vaughn

sleoze to the Holion Renais-
gance. As much & expected
from Currin's work, yet

this particular grouping of
paintings revealed thot his
interest in surfoce extands
bayvond matariality. For
Currin, the painted surface
it a handsoma venaar that
ultimately belies his boyish
obsessions,

In several of the paint-
ings, polite classicol figures
gre pointed in the fore-
ground to shiald tha sxplicit
sexual content that lurks
bahind in the underpoint-
ing. Currin's self-censorship
rasults in tightly wound
compasitions and ambigu-
ous spatiol schemes.

Though this batch of
work wos less opgressive
than what Currin may be
known far, it was as decid-
edly vexed os ever. Currin's
femaole subjects ore prone
1o sexualization even
as they convey tension,
mystique, ond expectotion.
They seem weory in thair
rolas o8 hostasses, show-
piaces, and gatekaapers,
whao corry the burden
of centuries of controversy
and codification, In such
proxirmity to the mowvie
industry @lite, it is tampting
to read Currin's wanting
females as an indictmant
of pictorial systems that
value saxism, misogymy,
ond restrictive gender roles.
Such o read is ossuredly
oo hopeful. Still, it's nice
to imagine.

The subject of Choteou
Meyney (2013) could be
posing before the projec-
tion of o joyless 19708 porn
loop—the viewer assumes
the position of having
shown up late toa mid-
dle-aged and upper-middle
class bocchanal. Tones of
attraction ond imminent



embarrassment abound.,
With an inebrioted blush
on her cheeks, sha holds o
glass of red wine; unoware,
ar unconcerned, that her
blousa hos coma opan.

Eha sits in a totally folsa,
pointed space. It is disorni-
enting and confusing, whila
orgonized and considered.

Fortune Teller (2015),
depicts condles burning
upside down: nude female
figures ara suspended in
tha background. One has
her head bant naatly and
unnaturally into the bottom
right corner of the pic-
tura. In the foreground, an
impaossibly proportioned
odalisque in a turban holds
a reflective ball, her placid
smile offering no axpla-
nations. The compasition
holds together like o puzzle
or o knot: by its own logic.
Between the confounding
use of illusionistic spoce
and the work’s nuanced
relationship with painting’s
history, Currin's dapictions
are far less literal than
Classicism, Pornography, or
a tidy mix of the two.

For Currin, among ol
the veils of referance and
expanence, any attempt to
opply a layer of social cri-
tique ultimately foils. This
is becousa his paintings ara
about painting. Without
tha shock of pornogrophy,
the paintings ore hermetic.
His restroint reveals that
his true guilty pleasuwre has
less do with titillation and
everything to do with the
pointed surfoce and its
capability for expressing
the intuitire and indistinct.
Per wsuol, Curnin's pointings
resist angagemant with
contemporary art trends,
tastes, or discourse. Image
making is the primary fo-
cus, not norration. If you're

going to like it ot all, you're
gaing to first like (or op-
praciota) how it's painted.
Currin's histarical literacy
and Odd Master skills ara
the product of his obses-
sive purguit and investmant
in the traditional business
of moking o painting.

In Moenads (2015), a
young girl in a transporent
top sits before o scens
of indwtinct yat cbvious
carnglity. The compact
pictorial organizations and
rivythms in the painting
direct the viewer's time
gnd attention; contrasts of
paint handling, parspective,
and historical orientation,
force tha viewer into o
stote of submission. This
involves following on artist
you might not totolly trust
into @ world rife with its
own pervartad terms.

Hollywood is most
certainly perverted, yet it
is also wonderfully tol-
arant, even desirous, of
the pictorial and lush, the
subjective ond imaginative.
Currin's work addresses g
parodox inharem 1o tha red
carpet and the white cube:
gn image is both authentic
and false. If's an interesting
idea, but set against the
local glitz ond conspicu-
s awarice the work risks
losing its nuance, instead
smbodying the concaptu-
al starvation of gorgsous
kitsch. The vail of the
commerciol art gallery is
lifted woy up. Like Marilyn
Monroa's dress in The
Eeven Yeor Hoh (1355), it
blows around ond, as if by
magic, averyong’s inten-
tions are revealed.

Pat O’Neill
at Cherry
and Martin

February 28-
March 28, 2015

Pat O'Meill's recent show
at Cherry & Martin distilled
his prodific coreer down to
o modestly sized gallery
exhibition—1tricky for an
ortist chacking os many
formal (and mosthy two-di-

mensional) boxes as O'Meill.

O'Meill's coreer began 1o
gather steam in the 19705,
on era defined by a pluralism
born out of the poucity

ond exhoustion of existing
practices os well as the
oscendancy of nascent new
medio. Regarding the latter,
O'Meill worked o an early
pioneer of film and video
art, sarming "possibly the
first [MA] inart based

on meving-imoge work™

ot UCLA.

Opaning the axbiksE-
tion wos o slide projection
piace, in Betweens (2015),
in which one slide foded
slowly into another as
excarpts of text displayed
briaf, half-formed senti-
ments alternately hilorious
Lyou took my fucking
parking spaca”), and
clunkily poignant (“she
was 50 sweet and dainty™).
The text disploys os dis-
creta, durational sentenca
fragments ovar the slides,
its subject matter culled
from diologues absent o
narrative anchor. Equally
rambling are the imaoges
projected in tandem: grof-
fiti; concreta, the general
obsence of natura, the
general presence of naturea,

Aaron Horst

Mmalnay
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Max
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40

We're in This Together

2015

Approximately the size

of your head

Acrylic, cardboard, ceramic, epoxy
putty, ink, paper, stone, wire, wood
Edition of 10

Mesd graat advice? Curicsity is rewardad, The
graatest tragedy ke indifferance. Don™ just rehy

of your sense of hemeos. Let your fingers do the
walking. Change your perspactive. You speok,
Say halla, We have that in commen, Change fer
the betier. Ona bold choice leads to onother. How
far would you go far love? No ssch thing T We
stopped at nothing to give you evarything. Hot
gtufl. Verrry refrashingl Oher research B making o
big difference. The next big thing is hera. Help-
ing all people live haalthy lives, Renawabls it's
doabbe Let's find cleaner sources of energy todoy
Déscover yoursalf. You are o partner, a friend and
a lghter. You are the buliet in the chambar, Take
contral. Just do it Take back your lreedom. Write
the futera, Mot just words, Thers are same things
wou just can't alford to gomble with. Thare is

o batler way. Tomormow brings us all closer. We're
in this tegethser.

Editions can be viewed and purchaszed
onling at contamparansartireviaw lafeditions
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atc. The combination of
text and image creates

a series of moody set
pieces, which evoke ot best
a paculiar and ultimotaly
unknowable experience of
an absant subject, and ot
wiorst the un-jelled intensity
of an aarky MFA.

{(When | arrived to the
exhibition, the projector
wasn't working correctly,
but who knew? | watchad
the some slide of concreta
rubble oct os the sowrce/
background for discontinu-
ous text streoms for obout
5 rinutes, thinking it was
absurd that someone would
go to the trouble 1o illumi-
note only one slide with
twio projectors prasent;
an endearingly durational
riff on minimalist and
conceptual art.)

O'Maill works os 0 maker
of moving images with
width, height, and tima.
Depth within the mowng
image (s an alluded illusion,
like the onimation of shad-
awg dancing on a cove wall
(instead of just the wall). in
Betwoans colebrates this in
a curious mannar: slow-fod-
ing in of new imoges os the
old recede beneath stable
yat Heating toxt.

Distinct ond parallal
woR Sougus Serms (1974),

a three-channel video
instaflation created using
an optical primter.? Rother
than tha illusory dapth

and warm nostalgio of in
Betweons, Sougus Series
exhibits cold crispness,
curious Aotness, and a
wandering attention span.
Mamory here is froed
from the skdes’ specificity;
bosking instead in gssocio-
tive passoges of loyered
imagery ond striking,
durational sactions of flick-
ering colorad lines.

1
httpeferaatve-captol.orgigrant-
i v T R 1 80D

With jerky yet cleanly
edged—even arfificial —
figurations in its initial
section, later possages of
bearming, masmerizing
color become all the more
striking. Tha abstract
passoges buzz with octivity
like tha whisporing stotic of
a television screen. Sougus
Eeries achisved something
that the overall exhibition
otherwise locked: controst,
of the sort making mora
vivid that on aithar side of
its obsent middle ground.

The ramainder of
the main room was filled
largely by the exhibition’s
w0 sculptures, White Dou-
ble Sweep (1966) ond Black
Sweep (1012 Pico Series)
(1967): mounded forms
heavily glossed, and plas-
tic in oppearance, Block
Sweep was the larger of
the two; positionad on the
floor, it rose slightly from its
low parch, curving gently
like a conch pastry from a
Meaxican bakery. Marooned
on a plywood life roft and
anemically weighty, Block
Sweaeap raloted loosely
and fermally to one of tha
exhibition’s handiul of
draowings (Accounts Receiv-
able Drowing, 1990), but
otherwize felt out of place.
A gigter video toward which
the sculpture bowed, Two
Sweeps (1979), consistad
of nothing more than the
matronomic movamant of
two color-shifting dots.

Other than playing a
uzeful role in the exhibi-
tion's flow of spoce, both
sculptures seemed tenta-
tive, even dull. A line may,
but needn't, ba drawn
batwean the plosticity ond
stregmlined (or neutered)
movement of these earlier
pieces and O'Meill's later
filmn works; a thin, simply

2
A davica enalbling tha flmmakar o
ryer ooaque in‘h'.lﬂ:ﬂ'l"l while “keying
out™ all bt a specified postion of
a0 h indiviciunl slide = slmibar 1o Tha
Gibsn scraen lechnague employed
by yeur looal weotharperson,

temporal linkoge, obsent
the specificity of intent.
Two Sweeps, though hyp-
notic as the hum of o refrig-
erator, suffers a similar fote,
despita its later date.

Oin tha other hand,
the evocotive ond muby-
ally antiching oncountens
between media and time
in the O'Meill show, though
ooccogionol, were genuine-
ly striking. Mora fitarolly,
O'Meill creates work that
acts both for and against
tronsparency, Concarnming
itsalf with the foce valuae
and the reversal of two key
concepts: the transporancy
of film and the opocity of
experience. As gxperience
attamnpts transpoarancy, and
film achieves opacity in
O'Meill's hands, o curious
ond uniguely evocotive
body of work remains in
its wake,

A New Rhythm
at Park View

Mmalnay

March 1-
Apr 5, 2015

It con ba hord to know whara
to look when confrontad
with the dizzying orray of
movement found in the
chorecgraphy of Marca
Cunningham. As opposed
to the framing devices of
classical ballet and earty
modem dance, which draw
the aye to porticulor points
of focus, “unfocus,” or
simultaneity, is a Cunning-
ham hallmaork; as the critic
Douglas Crimp writes, this
requires the audience 1o
make choices about the
dances presented to them.™
Ower the coursa of
hiz four-decade long

Kate Wolf



calloboration with the
choreogropher Charles
Atlag—serving, in soma
WOoys, 05 0 proxy avdience
mamber—dafthy trans-
lated this central slemeant
of Cunningham’s work to
both film and video. A good
sxompla is the ghostly
Froctions 1(1978), in which
Atlos uses four separate
video cameras (three black
and white, and one color)
to film o donce parformed
ot the Cunninghom Corm-
pany’s Westbeth studio
in Mew York. After soma
imitiol shots, one comara
pulls back to reveal four
stacked monitors sharing
the fioor with eight doncers.
With quick cuts, the video
alternates betwean black
ond white and calor. Whaot
i sean in the donce spoce
is augmented by whaot is
shown on the monitors:
close ups of doncers’ foces,
divergent perspectives of
the featured donce, ond
gccompanying sections of
it thot are not being faa-
turad, ostensibly taking
ploce just out of the frame.
The affect i one of
focusing in, but also one
of disorientation. With the
prasance of the monitors in
the lowar half of the space,
tha oye splinters. Doncars’
bodies become irregularly
sogmanted, with additional
limbs aond faces. The com-
arg gooms in on ong of
the black and white feeds
ond suddenkly we are no
longer sure where wa're
situcted or whot part of tha
dance—main, or auwdliary,
or if such terms aven ap-
ply—we're being shown,
Throughowt his caroar,
Atlas has displayved a simi-
lar sensitivity with a diverse
group of other choreogra-
phers (bayond Cunningham,

1
Doughas Trimp, “Insda tha Dance:
Charles Atlass Early Collabonitions
wloh Dlarca Cuina egham,™ G Flias
At (humsic b Prastal, 2015)

o few includa Michoael
Clark, Yvonne Roiner, and
Karcle Armitage), artists,
and musicians; one indica-
tion of this is the incradibla
range of his work.

At A Now Ribsythim—

o group show thot wos
organizad to coincide with
a 10-day long fastival,
ganerously spearhaodead
by the ortist Poul Pescodor,
which brought Charles
Atlas to Lot Angeles for a
packad schedule of screen-
ings and talks ot locotions
oll cwvar the city—Froctions
1 was paired with a later
dance video, Jump (1384),
mode in colloboration
with the French choreog-
rapher Philippe Decoutlé.
Where the former work

is spare and conceptually
driven, Jump is a wild as-
capade, sel to New Wave
music, that tokes place in
g kind of otomic cofé by
the seo; doncers oppeor
0% punk mutants, in col-
orful face paint, pavonine
hairdos, and sculpted
costumes. Here Atlos is
working lass to reprasant
the dynamics of dance as
it's performed on stoge (os
in Froctions 1) and instead
enjoying—with obondon—
the full spatial freadom of
filrn, In one exhilarating
shot, were cotopulted
from the donca Hoor 1o a
balcony obove it, only to
follow a young punk down
o narrow set of stairs in o
tight close-up os he snears
ond gastates directly into
the comera.

Atlas's work held prom-
ingnca in A New Rhythm
[his videos were the first
thing one saw walking in
the door and the ocbwious
cotalyzing force of the
show), a compact axhibi-
tion set in smaoll gallery that

glso moonlights os its pro-
prietor’s apartment. As g
result, donce wos the over-
riding frame of reference
for the rest of the works on
dizplay; or, more genarally,
tha body in motion.

Across the wall from
tha videos, and parhaps
mast explicitly related, was
o spectral, erosure-filled,
gray-toned watercolor
on canvas by Silke Oft-
1o-Knopp: Seoscape (third
movemant] (2013), The
piace dapicts Yvonne
Rainer in a prane position,
performing the donce of
its titla. With its lovers of
pentimenti, it seemed
to assert—similorly to
Fractions 1—the impossi-
bility of represanting live
performance with a single,
unified imoge.

Mestled around the
cormer in o bedroom, o
recant painting (ona of
two) by Benjamin Carlson
presented a more optical
choreogrophy. Bosed off
a Mamphis Group design,
the untitlad work is com-
prisnd of frieze-like clustors
of gessoed triongles ond
gquares, altarnating in size
and amangement across
the deep blue dye of the
convos. Meon undertones
and cutlines (which echoed
the polette of Jump) couse
tha shapes 1o leop from
their moorings, projecting
energy and motion.

By contrast, Nancy
Lupo's patichild-scalad
undulating couch sculpture,
Tuxedo Feeder (2014), was
the most waighted thing In
tha room. Coated in block
ond white guinog and
epoxy, it includes steel inset
animal food dishes and
flaats somewhere between
surrealist oddity ond luxury
item. Still, the sculpture



alicited all forme crowching
ond bending over from its
vigwar for inspection and
its miniature scala insisted
on a somotic awaranaess,

Surely it's often enough
that ana is promptad to
consider the body when
vigwing art, but tha subtlo
revelation of this exhibition,
and much more so the Atlos
In LA festival, wos encoun-
taring varotions on the
way movemeant and danca
can be depicted ocross
media, apart from |ive pear-
formaonce. And in the cose
of Atlas, there ore few
others whao have done so
with as much rongy charm
and imagination.

Unwatchable
Scenes and
Other
Unreliable

Images...
at Public Fiction

December 17, 2014~
February 10, 2015

| spoke with Miljohn Ruper-
to a fww woeks bafore his
two-person exhibition with

Adrid Julits at Public Fiction.

Qur conversation occurred
in a bar whera wa wara
both serving os extros in o
mutual friend's film. Bo-
tween tokes we discussed
his new widea work Mineral
Monster 09-08, os well as
Janus (2044), the video he
presented last yaar in the
Whitnay Biennigl. While
we drank from our props of
beer, we discussed our af-
factions for cartoon anlma-

tign. | was intrigued by the

Mateo Tannatt

manner of imaging Ruperto
had recently chosen to
work in, He seemed to have
found a successiul counter
to the current prevalendt

use of CGl, by embraocing
the style of contemporary
onimoted cortoons Os Seen
ini tha filmig of the groat
Havao Mivazaki.

A few weeks later
| stepped into the quiet
storafront gallary of
Public Fiction, o space
secretly nestlad in the hills
of Highland Park. Ruperto's
work wos prosented
on a flat screen and Adrid
Julit's video projected
onto the opposite waoll. A
soundtrack of dense forest
subtly emanated from
Ruperto’s work; Julit left
his to play silently. Both
videos, though markedly
different, expressed a con-
flicted attitude towards
the medium, while also
presenting imagery
with powerful symbolic
associations.

In Ruperto's waork,
Jonus, we one involved in o
sité of hardcors animaticn.
In his short video there is
o cleor ottempt to make the
viewer complicitin engag-
ing with the labor-intensive
madivm of the onimaoted
cartoon. Hond drawn on-
imaticns—as well as their
contemponory computar
ganerated counterports—
ara known for their advon-
tages of creating imogined
reality: both dramatic and
satirical in representation.
Animations, of ol forms,
are now often farmed
oput to Korean or Indian
production officas for
cheap and quick turn
ground. For Jonus howey-
ar, Ruperto collaboroted
with onimator Aimée de
Jongh, meticulously craft-

ing o ganuing microcosm
of invented fiction.

Dapicted on the screen
wos a small solitary creg-
tura, who hos possibly
just escaped from soma
unknown dangar. Ths
onimal breatheas haavily
under the shodows of wall
treas sithouetted by moon-
light overhead. The figure
embodias two animals
simultoneously: o duck-like
bill moves as he breathas,
oithough tha bill could
easily be viewed os gars to
the creature’s rabbit-like
foca. This is o fictive reali-
zation of the visual pun of
the “duck-rabhit,” mode
fomous by the philosopher
Ludwig Wittgenstein, who
usad it os an emblam to
dascribe the distinction of
logic in visual perception.
Yet, os hinted by the title
of Ruperto’s work, we maoy
be looking at a possible
mascot or gotekeeper 1o
our present-day conflicts:
this creature may mark the
coming of peace. Histari-
cally the Roman god Jonus
kept the doors of his tem-
pla open during times of
waf, only to shut tham ance
peace had been realized.
Howewar, the frightaned
creature of Ruperto’s work
poatically suggests that our
presant state of conflict is
far from over.

Julia’s video, Unwaftch-
oble Scenes, is seductive os
on abstraction, deflecting
guickly any immediate
reading; instead octing as
on invitation to read ba-
twean the lines. The work
was difficult to discern,
despite disploying footoge
of somatimes recognizable
landscapes. The images
ore obscured by o muddle
of block lines and shifting
planas: visuol clues of dam-

Mmalnay



oged video media. Slow
ond meditative, the work

is somewhat evecative of
the potentiol beauty of an
obstract pointing. Yet it
also succeeded in pointing
to tachnology's inabdity to
provide o cleor record of
whot s purportedly baing
evidenced. | later leormed
that the work had been
sourced from o found ond
edited video on YouTube.
The artist hod pieced to-
gathar downlooded video
footoge of the film sets
usad for o 1981 Hollywood
filmn called Inchon, which
primarily depicts the
Korean wor. inchon is g
subject the artist hos been
obsessed with, and which
he has alleded to in his pre-
vious works. As a potenticl
migditation on war—or cin-
ama—LUnwatchable Scenes
is difficult to pin down;
powerfully evoking the
antropic status of the me-
dium of video while leaving
the purpose of those visual
connototions difficult

to define.

Lika two sides of a
coin—or an animal with
two haods—the poir of
videos thot comprised
Unwoichoble Scenes ond
Other Unrelioble imoges...
londed on clear opposing
sides. Julia'’s work con-
founds and assarts a vagua
fog of war time terror. The
found foctoge related 1o
inchon seemad o provide
warious entry points into a
would-be concept, yet the
piece did not engage into a
cleor diglogue cbout war or
the origingl film (perhops
a watching of the original
Haollywood film would
provide an gnswer), The
implied intention of dis-
cussing war-tima politics
is numbed by the abstrac-

tion of the work, rendering
the content mute.

By contrasi, Ruparto
succesdad by providing o
work thot playfully exists in
the realm of myth and the
imaginary, producing tan-
gible evidence of empathy:
of what it is to suffor in mo-
ments of conflict, and the
struggle to survive towards
on ever possible fleeting
momant of paoca,

Charles Gaines
at The Hammer

February 7-
May 24, 2015

For fifteen years, Charles
Galnes lived his life on the
grid. Between 1974 and
1989, Gaines amployed
tha grid as a visual tool
to axplore the terrain of
concepiual art ond develop
o system of representa-
tion purged of subjectiva
expression. This period is
olso the focus of Charles
Gaines: Gridwork, 1974-
B89, an axhibition which
troveled from the Studio
Museurn Harlem to the
Hommer Museum in Febru-
ary, providing much-need-
ed critical insight into thaese
formative years in the
ortist’s career.

Most of the series in
tha exhibition begin with
a sat of three images that
prasent o single abject in
three formats, reminiscent
of other pioneering concep-
tual artworks of the time
periocd—notably Josaph
Kosuth's One and Three

Evan Moffitt

Chalrs (1968) and Martha
Rosler's The Bowery in two
inodeguate descriptive
systems (1974-75). In Gaines’
Walnut Tree Orchard (1975-
2014), which opens the
show, a photograph of a
tree is disployed next to o
line drawing of the sama
tree on hand-drown graph
paper. In the third imogs,
the tree’s coordinotes

ara maticulously plotted,
numbers sproading out

in ascending order from o
centrol axis to suggest an
underlying symmatry intrin-
sic in all organic life forms.

This first trio then
expands inio o matrix of
searmingly endless com-
binatory possibilities: in
the next three images
below, o second tree is

phed, plotted, ond
ovarloid with the first trea.
The second tree is visible
through the voids between
the branches ond legves
of the first, its numbers
demarcated in a differant
color. Tha series represants
27 trees documentad in
this format (in a wotal of
B1 panals), so thot in the
series’ final imoge 27 rees
overlop in on gutumnal
explosion of color, forming
a palimpsest that collopses
spoce ond tima into o sin-
gle gridded frome. Through
tha mathodical sadimen-
tation of his plots, Gaines
ocknowledges the inability
of pictoriol and linguistic
systems 1o render subjects
totally comprehensible. His
grids cbfuscate rather than
clarify their subjects.

The grid dominates
throughout the exhibition
[including its title), and its
presence begins to exhaust.
Recognizoble subjects—
treas, Aowers, human
faces—appear all over the

i
Fosolnd Krowds, The Oraplealily
af the Avant-Garde ang Oibar
Mociaracst Mymha (Comibrkiges: MIT
Prasi, 1085, 0



gallery walls only to disap-
pear under the weight of
their successive plots. Ro-
salind Krouss hos obsarved
that os a modamist trope,
*the grid announcas, among
othar things, modarn orts
will to silence, its hostility
to liveroture, 1o narrative,
to discourse.™ Although
representationol, Goines's
grids silence individual
norratives in fovor of an
objectivaly reproducible sye-
tern, signialing what Roland
Borthes colled “the deoth
of the author" (or artist)
and the subsaquant “birth
of the reader” (or viewar).
Goines ollows viewars to
interprat the images for
themsalves, unmedioted by
his subjective exprassion.”
In Foces (1978}, on
dizplay in the exhibition's
second gallery alongside
the impressive Motion: Tri-
gha Brown Dance (1980-81)
saries, this restoration of
agency becomas politically
charged in a move toward
human subjects. Similar
to Walnut Tree Orchornd,
tha collection of overlap-
ping and calorblingd facial
contours—friends and
relotives of the ortist—
resigts the typologieal and
ethnological categorization
historically used to justify
rocist criminologicol ond
colonialist enterprise. In
this regard, the work also
questions the prasumad
objectivity of photogrophs,
linking Goinos with his "Pic-
tures generation” cohorts,
such as Sherrie Levine ond
Louise Lowler. The coordi-
nate plots are themselves
insufficient: fottening het-
erogenaous subjects into g
numerical code ond laver-
ing them wntil thay becomse
unracagnizable. Gainas
codes the foce, but the

2
Rolamd Barthes, "Tha Death of the
Augthee,” fmage- Wuaie-Tart (MNow
‘Yoz Hill ond Wang, #3977, 145,

foce cannct be reassem-
bled from the code. The
materal logic of the grid
falsely promises the viewer
an accurate portrait of tha
subject imprisoned within
tha ousters and silancing
gesthetic plane of modern-
ism, Roco folls prey to the
grid’s dissecting logic.

The postic power of
Goines’s work—which is
often mischaroctarized og o
coldly minimalistic con-
ceptualism-—is the grid's
viclent tendency to rupture
tho identity of tha subjact,
rather than to portray it
objectively. Each set of
coordinotes ottempt yet
ultimately foil to identify
the subjects they code,
challenging the common
poststructuralist refroin
that "everything is dis-
course” by rendering such
discourse illegible.

Gaines hos colled
marginality “a complex
co-presance of textual
spaces,” resisting coherant
representotion. "It olmost
begs o simpler form, o
diagram perhaps, that will
give shape to an impossibly
complex maching, o coding
that will moke the difficult
choices for us, to relieve us
of the annoying spectacla
of its insurmountability.™?
Goines transforms himself
into such a maching 1o
dapict the futility of such
on antarprisa, Tha resulting
work in the exhibition con
seom Sisyphoon, ralent-
lessly repetitive, and even
pointless. But this sense of
pointhessness is intentional,
rpflecting the hard truth
that no diogrammatic sys-
tem in language or art can
code the lived complexities
of morginolizotion,

3
Bosguicat, Gaired, Lord, Tha
Theatra The Theater of Befusolt
Bigrek At el Mipdmafssam Crihicisms
[Barta Monica, Calornba: Delto
Grophics, 1993), 20,

Henry Taylor
at Blum & Poe/
Untitled
(L.A.in N.Y.)

Mmalnay

March 1-
April 4, 2015

Henry Taylor's is a rare
practice to encowntar to=
day. | say that not out of
lomieant for the bygone
erg, which god knows we
haar enough of (especially
hare in Mew York, where
painting’s recent history
could be writtan in chest
bumps). Mo, Taylor’s is o
practice that simultoneously
simmaers on low ond boils
over ecstatically—touching
every simple object inits
wake, endowing each with
on artful soul. His pointings
ond sculpturas, which wera
sat up recently in bwo
of New York's more dispa-
rote golleries (Untitled aond
Blum & Poa), addressed
both adult and childhood
situations with the genuing
curiosity of o democrotic
pair of ayes. Tha most
refrashing poart of the prac-
tica, for ma, is that Taylor
is a copital “P” pointer
with a dagraa from CalArts,
His nuanced painting style
belias his theoratical training.
The work at Blum & Poe
consisted of smoll portroit
based convases, hung
salon style, and a room
dedicated to sculptures.
Blum & Poe's top three
floors (set ina brownstoneg
on East 66™) owed Toylor's
wiork more vertical wall
space and genaral breath-
ing room than it was af-
forded. The parollel show

Cal Siegel



at Untitled, a largar-than-
miost Lower East Side
gollery, featured four
sculptures (assembloges of
junk and refuse that | haova
heard kicked around his
studio for yeors), and sevan
large, acrylic paintings.
Thie exhibition wos coppod
off on the bock wall with
the largest painting of the
group: o monster, almost
religious, convas.

Mow, | could certainly
rotthe off o list of strong
influgnces hare that refuse
to be overooked, and pay
a diract homoge 1o the
things Taylor holds as
self-evident, bui most can
be read in other reviews of
his work. My affirmation
of his place in this lineage
would only confute his
ocute stylistic vision.

To Ba Titled—most all
of Taylor's work is titled
this way, which made for
an especially ironic con-
varsation when set in the
Lower East Side gallary’s
nama, or lack thareof—a
58 = 697 painting from
2018, portrays o cowboy
hatted mon, otop o horse,
in a fatly bucolic, west-
ern londscope. This piece
struck ma the hordest, ond
saamad to aptly serve up
Taylor's iconic essence. The
mans cockeyed faoce wears
a look that is simultoneols-

Iy indignant ond concarmed,

This plurality is reflected in
the half brown half white,
make-up ike quality of the
man’s complexion: os if
color ware smeored onto
his face by the charocter
hirmself (which color is nat-
ural ond which is dobbed
on remains o mystary). Mo-
tisse surfoces in the con-
versation here with Toylor's
desine to release color from
dascription, and libarata

it instead into o force of
it's own: both literally ond
perhops, recially. This
sophisticoted and intricate
chromic grosp defends the
more general notion that a
diract unpocking of cul-
tural themes would not do
justice to tha complicoted
visual quastions Taylor is
posing. To put it simply, the
work urges a more diolog-
ical reading thon con be
oddressed by quick reviaw.
Similarty puzzling to
Taylor's use of color is his
spatiol ropport. What Tay-
lor hos created is oxymao-
ronic: deep fatness. Fig-
ures expond and collopse
into space using only shopa
and color as means. This
is best exemplified in To
Be Titled (2014}, in which a
figure clod in on oversized
white shirt ot the pointings
left sida stands in front of
o deep, Indigo blue horse.
The only thing keeping the
figure in front of the steed
is the color choice, and—
0% stronge os it may
sound—it is domn neor
magical 1o saa in parson,
On the paintings right
side, two unfinished foces
emerge, one in front of the
other. & hond stratches out
forward from the furthest
back, yot somahow still
foregrounds the horse. The
painterly quality of tha fig-
ures on the right indicotes o
disinterast in the trickery of
surreglism, urging instead o
championing of straightfor-
ward painting technigue.
This was refterataed in
the aforementioned lorge
ond figure filled convas ot
the very back of Untitled's
spoce. At the paintings
opex—where the spoce
begins to bregthe—there
is g Gobar-asque moment
in which o small slice of

cake Hoots cantrally obove
the crowd, These stronge
spaticl relations afford
Taylor's work an indescrib-
abla, emoticnal fioocd thot
buzres about but iz never
nailod denwn.

Henry Taylor, to some
is synonymous with tha
mast straightforward of
painters, ond in my opinion,
thot is o grond compliment.
5a much waork these days
is clouded by superfluous
idaas thot tend only towao-
ter down the essence. It's
mmpartant to remember thot
being good ot one thing al-
kowrs one 1o say everything.
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Tmcy Jeanne Rosanthal is a need-hased ortist
and somatime switch, She writes regularly for
Art In America and Rhizome org. If you are not
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tmcyieanneresanthal,com,

Catherine Wagley writes about ort and visual
culture in Los Angeles. Sha is currently art critic
for LA Weekly and frequently caniribules to

o number of other publications.

Keith Vaughn is a freelonce writer, He lives and
warks in the Baoy Area, Colifornia,

HAaron Horst i o writer ond freslonce designer
living and working in Los Angeles.

Karte Wall s o writer and an edites-at-lorge far
the Los Angeales Revlew of Books. Her stories,
articles, essoys, and reviews, hove appeared

in such publications os Black Clock, Bidouwn,
Bookforwm, LA Weskly, Los Angeles Magozine,
Art in America, Eost of Borneo, and Night Popars,
an ortists’ newspoper she coedits in partnesship
with Night Gallery in Los Angelas.

Mateo Tannatt (b, 1979) Fees and works in Los
Angeles. He khas mast recantly hod sobs esthili-
tions ot INCVA (Miwoukse), Gallery Diet (Miomil,
and Maore Foux Goallary (Los Angalas). Mo hes
exhibited at the Hitel de Miramian (Paris), the
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tempanary Arts (Philodelghia) and the Hommar
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1o Paris, LA Magazine.

Col Siegel wos born in 1987, and grew up in Wesi
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Lowran Charry & Maox Springar lve and work
im Los Angales, Califernia.

Mono Skade greaw up in Morthern Callfomdo end
Iwas and works in Los Angales. She recaived a
BFA froam Prot Inetifute in 2008 She hos partle-
ipated in group shows at Might Gallery, Micelle
Beauchens Gallery, PureD. Gueer Thoughts,

1 Gallery, MaoMA PE Printshop and Ter minal
Projects. Her artAzlothing project Waggy Tes has
hiped axhibsitien style sales at Bedega, Sax Ete, and
in canjunction with an Eckhaus Latta and Fauxs
Real somple sale, Waggy Teo was most recent|y
axhibited ot the Los Angeles book art fair with
Might Gallery

Ban Medansky is o Los Angeles-baosad ortist
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Agizona. Im 2040, he groduated from The Schoeaol

of tha Art Institute of Chicago with o lova for
ceramics and o desire 1o s1art his own studio, His
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Ben Edition of 4
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Edition of 4
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I've been a lot of
places, seen so
many faces

2015

Dimensions variable
Oru Taee shirts, dya,

bleach, cardboard

Slade s

"ve been o lof of ploces, seen so many
foces s on editan of foaund tas shirtes
thst hove beaen altered with hand
mode methods ond simple matanals
(bBleach, resist and fobric dye). On top
of each shirt, Sade has hond painted
an imags of o foco that is derivative of
o Motisss line drowing. This imoogs too
hit boen appeogelated (frem o mystar-
o hand paintad tae shirt that she has
had for over a decads), The ariginal
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o eamplex stock of cultural raferents:
the Dia-dyes [ogos ond iImogery on
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6150 WILSHIRE BOULEVARD
LOS ANGELES CA 90048

TELEPHOMNE 323 B57 5571
FACSIMILIE 323 BS7 B573

EMAIL gallery@marctome.com
MARC FOXX

*Est. 1994

WILDING CRAN GALLERY

Closing May 2; HERE NOW Six Works by 6 LA Artists
May 1 - 3: Paris Photo LA Stage 14 / Booth 13

May 16« June 27: Austin Irving NOT AN EXIT

gope 8 Santa Fe Ave Loa Angeles CA gooas wwwowildingeraneom infodowildingeran.com 909 450 Gods0






Dear carla,

Congratulations on your debut.
May the future be long and fruitful.

Our best wishes,
GREENE®EXHIBITIONS
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The American Cement Building
2404 Wilshire Boulevard, 1A
Los Angeles, OA 90057

ashesonashes.com



HANNA
HOFFMAN
GALLERY

Joe Zorrilla
May 2—June 2/
5015

Margaret Llee and Emily Sundblad

August 1-September 12
920'5 ’

1010 M Highland Avenue

los Angeles Colitornio 90038
honnghhoffmangallery.com
+1.323 4509106
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HARMONY
MURPHY

GALLERY
JOSEPH HUPPERT + JASON BURGESS MARCH 28 - MAY 3
ERICA MAHINAY + KATHRYN 0'HALLORAN MAY 20 - JUNE 20
AKI SASAMOTD JUNE 27 - AUGUST 22

G679 3SANTA FE AVENUE LDS ANGELES. CA 30021 HARMONY MURPHYGALLERY.COM



Contemporaryartreview.la is the online counterpart to
the quarterly, which includes weekly snap reviews, feature
articles, interviews, reviews, and curated gallery listings.
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