REVIEW OF EXHIBITIONS

View of “Philosophy of Time Travel,” 2007, a collaborative installation by Edgar
Arceneaux, Vincent Galen Johnson, Olga Koumoundouros, Rodney McMillian
and Matthew Sloly; at the Studio Museum.

NEW YORK

“Philosophy of Time
Travel” at the Studio
Museum

Entering the recent exhibition
“The Philosophy of Time Travel”
was like stumbling upon a demoli-
tion site or the aftermath of an
earthquake. A massive column
had apparently burst through the
ceiling and crashed heavily to the
floor, smashing floorboards and
concrete foundations as it landed.
Plaster debris was tracked across
the floor; wiring and ducting
dangled from the ceiling; broken
sections of the damaged col-
umn were stacked in a corner.

The project was the work of
four West Coast artists—Edgar
Arceneaux, Vincent Galen John-
son, Olga Koumoundouros and
Rodney McMillian—and one
Canadian, Matthew Sloly. They
merged their independent prac-
tices in sculpture, photography,
installation, multimedia and digi-
tal technology in 2003, when
they conceived “Philosophy of
Time Travel,” having worked
closely with each other over the
previous decade.

After the dust had settled, so
to speak, the visitor registered
that the pillar was not a piece of
building debris but a facsimile
of Endless Column (1938), one
element of Brancusi's war memo-
rial in Targu-Jiu, Romania.
However, it was very evidently a
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synthetic simulation; in contrast
to Brancusi's celebrated hand-
crafted and immaculately finished
cast-bronze surfaces, it had a
rough texture and color, recall-
ing the effect of seeing a stage
or film prop at close quarters.
This theatrical allusion hints
at the sources for the project.
A fictional theory of time travel
developed in Richard Kelly's sci-
ence-fiction movie Donnie Darko
and Sun Ra's Afrofuturist ideas
about “blacks in outer space pro-
pelled by music” helped shape
the artists’ concept of a Brancusi
sculpture flying across the Atlantic
and crash-landing in the Studio
Museum. Juxtaposition of refer-
ences from high and popular cul-
ture is a well-worn tactic, particu-
larly in photography and painting.
However, the project goes further
and uses the installation’s implied
narrative to pose a question: What
if time were not fixed, but rather
allowed past and present to meet
in new and unexpected ways?
Contemplating the shattered
remains of one of the icons of
modernism in these culturally
resonant surroundings, we are
reminded that it was the example
of African art that enabled mod-
ernists, and specifically Brancusi,
to break free from the classical
tradition. The project is, then,
partly aimed at revisiting and chal-
lenging received cultural histories,
which position white Europeans
and Americans as the progeni-
tors, and arbiters, of modern and

fine art. At the same time, the
project’s violent collision between
a famous monument and a pre-
eminent art museum leaves us
with an open-ended question
about their respective power and
reach: since one is uprooted
and the foundations of the other
are damaged, there is no clear
winner here. These ambiguities
add strength and resonance.
—Ann Compton

Tetsuya Yamada

at Francis M. Naumann

Duchamp and Brancusi, one a
rational anti-esthete, the other a
visionary devoted to the spiritual
dimensions of his craft, are sub-
mitted to an unlikely pairing in
Tetsuya Yamada's new work. The
45 ceramic sculptures in this show
are collectively titled “Morice,” a
name invented by Brancusi and
adopted by Duchamp that seems
to have designated a person of
noble heart and spirit and reflect-
ed the two artists’ reciprocal
appreciation. Yamada proposes
an affinity between their works as
well. His sculptures sit atop ply-
wood stands themselves resting,
in some cases, on wooden kitch-
en stools; the former are drawn
from Brancusi's bases, but, rather
than being made from solid
blocks of wood or stone, are cre-
ated out of paired pieces of ply-
wood or laminated particle board,
slotted and inserted into each
other. The results mimic the
cinched-waist basic unit of Bran-
cusi's Endless Column.

The stools may allude to

Duchamp'’s proto-readymade, the
Bicycle Wheel, and the ceramic
works descend from his Foun-
tain, though as variations rather
than duplicates. Some are bath-
room-fixturelike basins; others
have the shape of nipples; and
others stand vertically, with mul-
tiple allusions, from phallus and
exclamation point to Brancusi's
Bird in Space to pawns in chess
(of which Duchamp was an avid
player). Many retain elements of
Duchamp's found urinal, such as
the water supply connection and
multiple holes in the basin, but
only for their formal properties.
Indeed, Yamada's sculptures
look as if he had approached
Fountain without any knowledge
of its origin or purpose and
posited it as an esthetic proto-
type, a template or ideal for the
production of kindred forms.
(It is relevant to this work that
Yamada was awarded an artist's
residency a few years ago at the
Kohler bathroom and kitchen
fixtures plant in Wisconsin.)
However, Yamada's achieve-
ment is not simply to marry
the conceptual features of a
Duchampian found object to the
formal ones of a Brancusi sculp-
ture. He also introduces notions
of craft and material expressive-
ness to the readymade. While
the works in “Morice” explicitly
refer to prefabrication—the ply-
wood reads assertively as an
industrial product associated with
cheap furniture, and the white
ceramic objects are first and
foremost linked to plumbing—the
variations among them make

Tetsuya Yamada's porcelain-and-plywood installation “Morice,” 2007,

45 sculptures; at Francis M. Naumann.
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Anthony McCall: You and I, Horizontal (lll), 2006, computer, video projectors and haze

machine, 30-minute cycle in two parts; at Sean Kelly.

tion of white light for the
Whitney's lobby gallery
recalled the admonition to
a child forbidden even a
glance at a solar eclipse.
An intense 4,000-watt light
spilled out of the unenter-
able gallery, filling a sec-
tion of the lobby itself. The
light then filtered through
a screen placed on the
museum’s Madison Ave-
nue window, projecting sil-
houettes of visitors as they
moved through the foyer.
According to museum
sources, the brave or the
very foolish were treated
to the briefest glimpse

their individuality salient. The
delightful conglomeration of the
45 works at Francis M. Naumann
added to this effect. The group
had the feel of a family portrait
(some works are short, some
tall, some thin, some wide) in
which each individual is related
in some way to the others but
there is no single set of identifi-
able features that they all share.
—Jonathan Gilmore

Anthony McCall

at Sean Kelly

Anthony McCall's Line Describing
a Cone, created in 1973, was one
of the highlights of the Whitney
Museum’s 2001 exhibition “Into
the Light: The Projected Image in
American Art 1964-1977,” curated
by Chrissie lles. That installation,
composed of a projected white dot
that grew into a three-dimensional
cone of light in a darkened gallery,
beguiled audiences who literally
entered the artwork, passing back
and forth between the darkness
and the permeable wall of light.

The Whitney show also marked
a return to form for the artist, who,
after developing his “solid light
films” in the 1970s, abandoned
art-making for two decades.
Since “Into the Light,” McCall
has refocused his attention on
these hybrids of sculpture and
film, creating a number of ever
more complex installations involv-
ing changing geometric figures
projected into dark rooms.

The recent exhibition at
Sean Kelly opened with a set
of diagrammatic line drawings.
They present slow permuta-
tions of lines and curves, which
make and unmake an ovoid
figure. (These, one later real-
izes, map out the progress of a
projected light work.) In the next

gallery were drawings describ-
ing the steps by which a cone
becomes a pyramidal figure.

These dryly matter-of-fact draw-
ings did not prepare one for the
remarkable experience of step-
ping into a dark gallery where a
new work titled You and I, Hori-
zontal (Ill) was in progress. Here,
two conelike shafts of light ema-
nate from points at one end of the
gallery. The cones form a slowly
changing minimalist light sculp-
ture which one is irresistibly drawn
to enter. On the opposite wall
simple curves and lines are pro-
jected in white light. They slowly
change, creating the shifting
boundaries of the light sculpture.

A mist machine gives the light
a volumetric palpability, and it
takes a bit of courage to make
the first plunge from darkness
into the light. Once “inside,” one
can look toward the source of
illumination, a bright pinpoint
that widens to become a kind
of chamber. Or one can look
at the projected lines on the
other wall, which provide a map
of the light sculpture’s chang-
ing contours. Either way, one
becomes part of the work.

By creating “sculptures” that
turn on the elements of time,
movement and participation,
McCall provides a textbook case
of the introduction of the theatrical
dimension into art, so abhorred by
critic Michael Fried in his seminal
1967 essay “Art and Object-
hood.” These are ancient battles
now, but the magic remains.

—~Eleanor Heartney

Terence Koh
at the Whitney

A guard'’s injunction at the
entrance to Terence Koh's
untitled, near-blinding installa-

of a sculptural element
within the gallery—a lead
ball containing an unnamed “tal-
ismanic object’—obstructed from
view by its proximity to the light.
Koh uses light as material, lit-
eral light without form or object.
The work is light as assault,
intimidating the visitor, threaten-
ing by its superabundant pres-
ence, demanding the attention
of the museum visitor in a race
to the elevators or stairs, who
holds up a hand or a book or a

Associations came to mind: the
rich darkness of certain works of
James Turrell, the accumulated
light of Hiroshi Sugimoto’s pho-
tographs of projected movies,
exercises in monochrome, the
marketed empty space of Yves
Klein's Void and the empty galler-
ies of Robert Barry and Michael
Asher. Tony Conrad's structural-
ist film The Flicker (1965-66)
alternated black and white with-
out narrative or recognizable
or reproducible images, as an
invitation to a physical response.

A much-publicized opening with
a theme of white attire brought
throngs to the Whitney and to
Koh's show at Deitch Projects
downtown. The artist is a self-
styled exotic and a performer
who has assumed different
identities and worked in various
mediums, to apparent financial
success. Koh was born in Beijing
in 1977 and raised in Vancouver,
where he received a degree at
the Emily Carr Institute of Art
and Design. He has enjoyed a
provocative online existence as
“asianpunkboy,” selling soiled
clothing and designer T-shirts.
His exhibition at the Whitney

Terence Koh's untitled 4,000-watt light installation, 2006; at the Whitney.

purse to avoid the source of white
as though flanked by paparazzi
or by stop-action strobes at a
discotheque. Gallery attendants
worked without sunglasses,

going about their business with
their eyes slightly and constantly
averted. Looking into the museum
from the avenue, the interior
seemed partially filled with fog,

an effect of those cast shadows.

was linked to and preceded by a
show at the Kunsthalle, Zurich.
—Edward Leffingwell

Dash Snow and

Dan Colen at Deitch
There is one thing that can be
said for the “hamster nest"—a
room filled knee-deep with 2,000
shredded telephone books and
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