ont Hom, Some Tharsa (detat] , 1398 1 of 80 color Photograghs, 8% 40K" Kemed

emotions are. Seen among these other
works, it has a more franic and explicitly
tragic air. Tony Oucske’s installation
Below, 1596, is less like an oddbalt discos-

RONI HORN
ART INSTITUTE OF CHICAGO

by Pore, S e 2908, e charme

ideq projection. 7 mirurtes,

minuscle,” the “aberration that is rare
formatian,” accounts for the work's
‘haunting presence. If we accept Hom'e
larger project as a sustained medication v
idenity, then our task s equally charged

s s o,
Hom's image was the otber 10 the muscum
masterpicoe, and yet, followiag s wide-
canging itinerary, the Thames became
the figuire, the coliccrion the ground, The
absener of abels for Horn's scpies signaled
the unceruinty of yet marked
the photographs as inerdopers. ia this
project, Hom complicated her system
oncr again. In its insistence on doubling
and diffecence, “Some Thames” firsc
queered the river, then the museum in
which we were reflected.

—judich Russi Kirshmer

——

JENNY PERLIN
GALLERY 400

The raspy dackety-dack of 16 min cine
projecsors is already a paignant and wist-
ful sound, and this exhibirion of recem
fless and drawings by fenny Pedlavinciuded
four such projeciors running nonstop.
One of them shawed Washisg, 200z, 2
gruiay, teu-sccond silent black-and-white
loop of the artist washing a window in her

inhabited by a poteatially malevolent Ancxsensiv sraion ofRoni Hom's by s endles ariabiiy. We followed
spiit, in this case a head {pro- i f “Some
Jected, like most of Oursler’s works, onto Thzmrs.ﬂ‘daﬂ:nnhmumd ‘Thames™ like a treasure map. The identifi-
asphere that both gives the head body Chicago, saw the artist partner ber own cation of Monct with water may be
and distorts ir). signature fhuidity with the solidity of dlichéd, yet as we viewed Horn’s photo-
The worl that best speaks o both the modemist canon. Curated by James goaph next 1c Matisse’s interior at Nice,
species of possession is Nicols Vruwink's  Rondeau, thi exchibi T999-20, 2 sunmny seascape reverted to
Living, 2001, 2 work based on 2 two- “Some Thames,” consisted of sevents- what it acaually consists of, 2 slice of bive
numﬂlpenoddunn!whdlduml seven framed photographs installed paint. In a gallery of German Expression-
i ds d nn.l}:md&clﬂflud-gldﬂdmfs
Mm’usnyun mex Vruwink 10 the muscum’s permanent collecrion of 1913 porerait of
adopred Martha’s baggy, indistinctstyle  modem and contemporary art, as well as  heightened by Hom s wmsmdmlond
of dress and filmed herself cooking,  its comidors, scairwells, lobbies, offices,  photograph. Elsewhere zn orange speck
sewing, assembling project after arcane and library. on 2 mottled Thames surface echoed the
project: pink candles that look ke sugary The footnotes that Hom employs i~ edge of Clyfford Stll's abstraction resz-sz.

‘petits fours, abbon-trimmed tote bags,
and other objects of ¢ more mbiguoss
function. The the

her work usually provide textual counter-
poines, but in Saying Water, 1999-, 4 nuono-
s ki

videns along with d\nuulu of those
weeks of labor, spread owt kike evidence
on makeshift tables. The sound track is
provided by the deep, parrician tooes of
Scewart herself, her signature round vow-
eis rolling around the installation like 2
Spirk voice at 2 séance.

The idea of Stewart as a controlling
influence is an inspired pmafmm..
her current predicament adding a happy
liccke stab of schadenfreude to Viuwink’s
wark and casting an interesting light on

“Possessed” as a whole, tinting the obses-
sioms of the past with 2 rosy nosalgia So
it is that we tum on things that once
geipped us. I the thrall of possession we
Iack perspectives with the benefit of hind-
sight we are savage indeed.

—Emily Hal)

Not oaly formal, Horn's edits were also
conceptual. Like a fiquid connoisseur,

she replaced one too many Giacomertis
with & phocogzaph in which s brite black

pan
she assumcd the marmered cadence of a
poet, showing sfides and interrogating her
work, her viewers, and herself, Emphasiz-
ing in her pases the andeogymy of her

ched the paintings’ skeletal
lincarity. Aburting 3 Juan Gris Portrait of
Picasso, 1912, the choppy river uormed

the jittery gestures on the canvas. Hom's
m;m chimed with the halluc-

name, her de shifted
1o become by tums conversanonal, amec-
dotal, and seductive. Paired with the non-
namative stuctuse of her photography,
chains of quotations linked figures as dis-
parate as Emdy Dickinson, Hank Wilkams,
and Martin Heidegger. These accumula-
tions reiterated 2 desire for transparency
in the face of opaque mundane
ence. “Water s the master veeh,”
Horm, “an act of perpetual rel
Hon’s attention to what she character-
izs in her acoompanying text as “the

stated

( Roberto Matta
Edmane-‘s The Earth Is a Mar, 194z,
and the popular Magrirte Time Transfixed,
1938, will aever seem quite the same sfter
Hom's pairing of the stcam from the
Tocomotive with the water’s smoky wake.
Twins are never truly identical, and by
Hom's analogy, wascr does ot reflect s,
bist rather we reflect the water, in all its
c nn{uunjmg mutability.

The theoretical implications of this
installation complemented and supple-
mented the chronology of the museu.

visible cutside. Poignant and wistful cer-
tainly but melancholic and forlom to
boot, the repetitive act of stroking the
window through which Manhattan beck-
ons seems an act of obeisance, an ackngw-
edgment of the fractious relationshup
between Mashattan and Brooklyn, » pacan
10 the city just an arm's reach away, a wish
10 serve znd groom it. Of course, that
skyline was radically transfigured just
befare 2001, and washing its vista also
suggested a gestuce of healing, of coaxing
it back o life.

Some of the mundane realitics of lfe
in New Yorkin the immediate aftermath
of 9/11 also make up part of Rorschach,
2001, one of three hand-drawn animated
16 mum films shown bere. Employing tra-
ditianal stop-motion animation, the artist
uses 2 16 mm cine camera to photograph
and rephotograph a sheet of paper as she
gradually works up a drawing, When these
ndividual frames of film arc shown
soquence, the deawing seems to come to
life before our eyes. Many of the several

second vignettes of which Rorscirach is »-—7
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composed are lavishly copied cpheaneca
such 2s computetized 1eceipts, Immigra-
tion questionnaires, and ke
aphanisms. Perfin’s renderings of food
Teceipts from Sepeember 18 and Septem-
ber 2x, 2001, and the receipt beaded | ¥

the ubiquity of the geesic and the hidden
implications of the mundane. The exhibi-
tion is tithed “A worry-free life or your
‘mouey back,” and while we're unlikely 1o
reoeive either one, the wish feels cariously
soorhg. Sight Reading, 1004, 8 2 thiee-
chiancl video projection, each image:
showing a skilled musician seated ar the
same piano at different moments, playing
Robert Schumann'’s Piano Concerto in A
Minor for the first time. It is mesmerzing
to watch music being translated into phys-
ical action, creation in real time. Each
musician approaches che piece dightly dif-
ferently, and Pertn has edited the flon so

and replaying tough passages, less ina.
yuitm:liwnmd:dlmmirlus:nd
solipsistic study. This is what Pectin is
most imtrigued by: our negotiation with
the multiple Langnages that perperually
surround us. Iis a process that may be
clumsy or absurd, poetic or revelatory, but
s most often awkward and incomplete, as
we sight-read every step of the way.
—james Yood
T T—
LARRY SULTAN
SAN FRANCISCO MUSEUM
OF MODERN ART

Larry Sustan,

Froemthe sares e Yatey,” 19662003,

Valley,” 1998-2003, most of which was
shot on adult-film locations, the area’s
souial complexity emerges with remark-
able economy. As  group, the fifty-theee
large-scae chromogenic prints convey a
rich quasi narrative rooted in American
lifestyle ideals. Sulzan, a longtime resident
of northem California, grew up in the Val-
ley, which be famously depicied in his
1992 series “Piccures from Home.” For
this carlier sequence, he photographed his
aging parents in their San Fernando bouse,
with its lime green walls and hush lawn.
The images are posed yet convincing
scemes from a life of lasare.

‘The trope of *The Valley” s that
actual residences serve as

Sultan also shoots i the actual film sta-
dios where equally realistic domestic nar-
ratives are constructed. Backyard Film Set,
2003, depicts a verdant outdoo: location
created in a studio with a photographic
ackuirup and artificial geass. The unpopu-

3 5

MICHAEL MINELLI
MICHAEL KCHN GALLERY

‘The head of a nurse, an Arab woman in

g pusity,
though the crew’s equipment, plastic
garbage can, and ugly chairs that intnade
reveal that chis is not only an artificial sce-
nario but also a real workplace.

Ta many of the photographs, Sukan
engineers single-frame narcatives m
which flesh functions as an inicial fure.
In Medbofiand Drive #1, 2000, two scmi-
&ﬂtﬂmmgﬂhnyunahoude

<couch. They

um of

triple-X films, ones that tell ordinary tales
enhanced by supersize physical appetites
and endowments. S\dunhonmslhz

Hlowers dhat deflects atention from the
sound boow to the tighs. Similady, Cabusia,
2000, shows a poolside myst partially
visible through a droopy rosebush. While

afforded by prokessional lighting and the

| self-conscious poses of actors (ferale

pom stars frequently appear m cwrlers)
yet are equally realistic representations
of middlechass aspirations, backyard plea-
sures, racial tensions, and tastes in decor.
Ina wall texs, Sultan pointed to = sense
of the locations' having been abandoned by
their inhabitants, as though these homes
bad been left 1o house sitters who just hap-

attempting 10 ngle th il activiry,
we scan the scene for further evidence—
the pile of abandoned jeans and pantics,
the fully dothed petson on the sadeiine,
the sarelite dishes on the balcony.

Suhan also employs layering tha con-
nects intenor and extenor spece. In Tashr's
Third Filrm, 1998, a window divides the
image as cast and crew are shown loonging
on the living-toom couch while 3 scene

s shot on the patio. Off Sepulveda, 2001,

Nigab, and a cicatrized,
‘Warbucks-fike man stare a the vicwer
blanky, not cven asking, in the manner
of De Niro's Travis Bickle, You lookdn” at
me? The problems inhereat to represent-

esque assemblages or combined the bod-
ies of various televisual and cinemaric
stars 0 make small, meticulous Agurative
fetish sculptures (quietly deranging the
Greek ideal of a body by consaucting
seemingly seamnless wholes made up of
disparate parts {a Mia Farrow-ish torso,
say, topped with Yoda’s coggin), with his
new pieces somerhing only appacently
simpler but in the end more disturbing
goes on. Minclli deploys a variety of sty
izations and stereotypes to create a nosta-
gic rainbow coalition of silen talking
heads from a nanexistent global village—
tribal cannibal (all workes 2004), weaithy
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