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this transformative exhibition. Curated by Lilly
Wei and titled “Light3,” it focused on the work
of Jan Tichy, Ethan Ryman, and Stephen Dean. All

used, rather than represented, light, and manipulated

|_ ight, ephemeral and protean, was objectified in

it within the contexts of painting, sculpture, and in-
stallation. Dean’s two multicolored pieces, 4 Frame
(2013) and Prayer Mill (2009), were installed in the
light-filled front of the gallery. Both are freestand-
ing metal-and-glass structures based on utilitarian
objects—a ladder and a postcard stand. Their pan-
els of dichroic (two-colored) glass, simultaneously
reflective and translucent, seemed in constant flux.
The black framework in Prayer Mill, in which the
panels are the postcards, functions as a wiggly draw-
ing in space.

Ryman’s white boxes, hung in lines and grids, ap-
peared transformed by light into mini-paintings
with almost invisible stripes of tape set just inside
or outside of the frames. And Tichy, best known
for “painting with light” on architectural structures,
presented a site-specific video projection, Installation
no. 20 (walls), 2014, in a deep slice of space in the
back room. Tichy’s poetic work was so spare as to
be almost invisible. He was also represented by two
striking, enigmatic neon-red flares that were hung
at the level of the spread hands of a standing figure
holding them. AMANDA CHURCH

LEFT: ©PIERRE DORION/COURTESY THE ARTIST AND JACK SHAINMAN GALLERY, NEW YORK; RIGHT: COURTESY FRIDMAN GALLERY
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Light3

Fridman Gallery, New York
12 June — 11 July 2014

by KELLY ROBBINS

Light3 at the Fridman Gallery in New York, curated by Lilly Wei, is a must-see for anyone interested in the multiple ways in which
light challenges our perception of colour, form and structure. The exhibition features the work of Stephen Dean, Jan Tichy and Ethan
Ryman, three artists with very different sensibilities, who employ light as a means of defamiliarising what we see. Studio
International had the opportunity to speak with Dean and Tichy about their work at the gallery. Ryman answered our questions via
email.

A French-American artist who is known for isolating colour through various mediums, Dean has two freestanding works in the front room nearest the
natural light from the gallery’s windows. At first glance, Prayer Mill (2009) seems oddly casual. It is a found black metal postcard rack holding 40
disparate colour panels of dichroic glass. This piece is best observed up close where its visual familiarity dissolves into a multidimensional abstraction, a
joyous cacophony of colour complexity — the result of light reflecting between panels.

“All the ideas that I develop, I begin with watercolour,” explains Dean, “so the watercolour is omnipresent in the work. Then it builds up and becomes a
sort of strange totem made with really hi-tech glass and a postcard rack.”

Directly opposite is Dean’s A Frame (2013), a black aluminium ladder with 14 panels of dichroic glass. Like Prayer Mill, this piece is in a constant state of
flux. It seemingly changes colour and reflects light differently in response to viewer relation. Whereas the visual information of Prayer Mill exists within
the parameter of the structure, aesthetically, A Frame is more outward bound: from a distant perspective, the light projects multiples of the ladder’s form
and glass on to the wall. Up close, when you look through one coloured pane to another of a different colour, a sort of density and saturation develop. Even
the black frame changes colour when you peer at it through the glass. Both works, despite their 3D structures, bespeak a painterly awareness, drawing
attention not to the details of their form, but to manifestations of colour.

Dean relates the nature of these works to painting: “For me, the way I make these pieces, it’s like a form of painting, but it’s not in the idea of turning
painting into a three dimensional space, but about the looking. There is so much about looking to begin with that they’re sort of constructed in a very

visual way.”

Four works by Ryman are mounted in various relationships to the far wall of the front room under a warm, luminous light. Constructed of painted wood
panels and recessed frames, these works are a lyrical exchange between light and shadow, form and colour.

Configuration 1 (2014) comprises nine square recessed frames. They are arranged in a grid and painted various hues of white. Uniformly, light casts
shadows both across their horizontal planes and around the frames along the wall. Here, shadow, a 3D element, contributes to the 2D picture plane. “I
wanted to make a situation where the viewer could flatten the work and see 3D forms in two dimensions,” explains Ryman. He not only “flattens” the
work for viewers, but also blurs the distinction between the work and the wall on which it is mounted.

In Blue Shift (2014), a quadripartite, two vertical stripes of blue masking tape parallel the corner of the wall, acting as subtle counterpoints to two
hollowed shadow boxes that are mounted perpendicularly to the wall on either side of the tape. Shadow plays a central role in this piece as it mirrors the
frames, projecting their silhouettes. From every viewpoint, new forms and juxtapositions of the frames and blue tape emerge. “I wanted to draw attention
to the idea that, if you look at something aesthetically, as in an abstract painting, it doesn’t matter so much what something is, it only matters what it
looks like,” says Ryman.

Over the course of five days, Prague-born, Chicago-based artist, Tichy ventured behind the gallery’s perfectly lit, pristine white walls to the stygian
darkness of the storage space for the creation of his site-specific, time-based light projection, Installation No 20 (walls). Emptied of tables and chairs, the
storage space is essentially a long, dark, narrow hallway, which Tichy transforms into a deeply engaging and intimate architectural performance. Using
two synchronised video projectors, he animates the space with specks of light that expand and trace the minutiae — the cracks and uneven surfaces one
typically encounters in such spaces, but rarely notices.

“There is something tangible in the notion of these rips, something I would want to breathe life into,” explains Tichy.

He also “breathes life” into the architectural nature of the space: light travels up the exposed wood beams of one wall while projecting geometric shadows
across the other; light illuminates the cement floor all along the hallway, transforming the radiator into an ethereal radiating sculpture. Sometimes the

http://studiointernational.com/index.php/light-3-fridman- gallery ?id=2423&tmpl=component&print= 1 &layout=detfault&page= 1/8



7/11/2014 Light 3

light reads like sunlight, as if it is emanating from a natural source. “The notion of sunlight exists here more than in some of my other pieces because of
the wood beams, which makes the light seem yellowish on this side.”

Light moves and shifts seamlessly in this piece at an even tempo like a musical score. “I'm following the shapes of what is here, of the structure, and of the
light as well. When I am working on these pieces, I'm thinking about them because of the space and the time and movement, like music.” Since the hallway
is so narrow, this piece requires its viewers to stand still and observe the 12-minute projection in solitude.

“Architecture is built for us,” says Tichy. “It is always in relation to the human body. But this space wasn’t built for the human body, right? It is meant to

be a storage space, but actually it’s still something we can enter.”

Dean, Ryman and Tichy are poets of light, which, as curator Lilly Wei states in the press release, is their “means to comprehend and engage with the
world”. It is the driving force of change — of colour diffusion, shadow and architectural space. Light, as Dean describes it, “is a great medium by itself,

impalpable and ever-present”.

Stephen Dean. A Frame, 2013. Aluminium structure and dichroic glass, (14 panels of 11 1/4 x 14 3/4in) 92 x 56 x 17 in.

http://studiointernational.com/index.php/light-3-fridman- gallery ?id=2423&tmpl=component&print= 1 &layout=detfault&page= 2/8









Reviews

‘PROJECT CABRINI GREEN’, BY JAN TICHY, 28 MARCH-29 APRIL
2011, CHICAGO, IL, USA

Reviewed by Steven L. Bridges

Watching a wrecking ball chew through a monolithic 134-unit housing
project is at once breathtakingly beautiful and horrifyingly violent; the power
and force of the destruction is truly sublime. From a certain, safe distance,
the massive slabs of concrete and rebar crumble and cascade down upon one
another without even the slightest reverberation. To experience the violence
of the sight without the corresponding sound lends to the overall discom-
fort of the disjointed experience. Thankfully, metaphor intervenes and draws
meaningful parallels for one’s consideration: where have the people gone who
once lived here? What stories do they have to tell? What were their lives like?
I watch their apartments fracture and crack open, but I do not see them. I do
not hear them, either. The discomfort returns, emanating from the disjuncture
between sight and sound expetrienced through the controversial gentrification
process undertaken in one of the most notorious public housing projects in
the United States: Cabrini Green, located on Chicago’s near north side.

The demolition of the last high-rise building began on 28 March 2011,
a little over three months after the last tenants were evicted. The building
had been the home to hundreds of low-income Chicago families over its
50 plus years of existence, and up until that cold, bitter day, stood emblemati-
cally tall as a symbol of the many failures of public housing in Chicago and the
nation at large. Recognizing the historical significance of this moment, artist
Jan Tichy created ‘Project Cabrini Green’ in an attempt to reconnect voice and

Figure 1: Jan Tichy, Project Cabrini Green, April 2011. Photo courtesy of Jan Tichy
and Richard Gray Gallery, Chicago.
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visibility and to offer a different account of Chicago’s ill-fated Cabrini Green
housing projects. Through Project Cabrini Green, this last building did not fall
like a tree in the forest; the building fell, and untold thousands bore witness
to the event.

The razing of the mid- and high-rise apartment blocks in Cabrini Green
was many years in the making. The process of gentrification was officially
launched in 2000 as part of the city’s Plan for Transformation, carried out by
the Chicago Housing Authority under Mayor Richard M. Daley, but it was
not until 2006 that the demolition began on the larger Cabrini Green hous-
Ing projects. Initially there was a great deal of public outcry over the demoli-
tion, which amounted to a lot of talk and very little action. The demolition
commenced without much hesitation. Five years later, with the last high-rise
prepped and primed for demolition, interest peaked again, but this time the
media had a very different thread to spin: the transformation of a piece of
the Plan for Transformation into a public, light art installation.

For Project Cabrini Green, Tichy used the existing architecture of the last
remaining high-rise apartment block as the staging for a chorus of pulsating
lights emitting from LED light kits, installed in each of the 134 apartments.
The flickering, inhaling and exhaling lights ‘told’ the stories, poems, letters
and musings of some 110 Chicago youths addressing issues of home, family,
gentrification, displacement, decay and rebirth. Through the coordination of a
series of short workshops, Tichy — along with his partner Efrat Appel and his
team of collaborators from the School of the Art Institute of Chicago (SAIC,
where Tichy also teaches) - introduced issues of public art, activism and the
history of the Cabrini Green neighbourhood to groups of Chicago youth.
The workshops culminated in a written text performed by the participant,
recorded, and (digitally) translated into a corresponding pulse of light. These
photo-phonic pieces of information were then installed into self-contained
LED light containers, and installed into each of the apartments. With their
own battery source and internal timers, the kits would tum on each night at

Figure 2: Jan Tichy, Project Cabrini Green, April 2011. Photo courtesy of Jan Tichy
and Richard Gray Gallery, Chicago.
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Marwen - the organization that I was working for at the time of writing this
review, and with which I assisted in the coordination of the two-day workshop
there — the students possess a good understanding of the visual arts and easily
grasped the light art/projection component of the workshop. However, unlike
their peers from the writing programme at After School Matters, or the rhyth-
mically attuned students from the Marching Band, Marwen students required
more hands-on instruction during the writing and performance components
of the workshops. In this way, one can begin to further break down the cate-
gory of public participation. For the backgrounds and personal histories of the
youth participants and the place from which their participation grew forth,
greatly contributed to the shape of their experience with the project.

Speaking again to the porous nature of the proposed categorizations,
I also witnessed first hand how many of the students were affected by actually
seeing the work in person — as well as on the Internet, in print form and at the
MCA — and how this bearing witness changed and reformulated their overall
experience. These participants were in turn a part of the public reception; they
were an audience to their own work as part of a much larger and multifaceted
collaborative methodology. It became clear that despite their active participa-
tion in the workshops, a gap existed between their understanding of the proc-
ess in which they participated and the final assemblage of parts. For many of
them, the experience of standing on the site could be described as a ‘moment
of presence’ to borrow from Henrti Levebre (Shields 1999: 58-60), wherein
constructed reality gives way to an intimate and personal reality, connect-
ing one’s own subjectivity with the subjectivities of others. Additionally, the
experience of listening to the sound of their own voices streaming across the
Internet provoked contemplation as to the vastness of the Internet and its
reach. Who and how many people will hear the sound of my voice?

Looking more specifically at the public reception of the project, it becomes
evident how each transmission of the project delineates a type of public as
experience. The artist and his collaborators were keenly interested in open-
ing up multiple dimensions of access to the project and its content, devel-
oping different forms of visibility and audibility. Some people explored all
of the many facets open to them, from the physical site to the Internet to
the MCA, while others were only able to access one or two of these points
of reception. The website played a unique role in disseminating information
about the project, both through its interactivity and archival nature, but also
through the live feed, which allowed anyone with access to the Internet the
opportunity to view the daily demolition and nightly light display. The artist,
using Google Analytics to track and analyse traffic across the site, saw a total
of some 15,000 hits during the month of demolition, with people accessing
the site from all over the world (Jan Tichy and Efrat Appel 2011, personal
communication). This public, although relatively unknown and only loosely
accounted for, points to an issue of public art practices frequently overlooked
and difficult to pin down: the afterlife of such projects, an understanding of
how they continue to maintain and permeate social consciousness.

Sifting through the various public constituencies, it is clear that Project
Cabrini Green comprised a diversity of publics. But hitherto | have used the
notion of proximity primarily to relate a kind of spatially determined, expe-
riential nature of the term ‘public’. What is missing here is some acknowl-
edgement of the temporal dynamics that are also at play in the articulation
of publics. Duration and posterity are two key factors that come to mind with
regard to this point. One must here consider the level of engagement — how

Reviews
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often and for how long — and this relates to both the participants and the
public reception. But the question of posterity is perhaps the more interesting
with regard to the question I raised before about the afterlife of such projects.
While many aspects of this project were ephemeral in nature, the artist took
a great effort throughout the entire process to document the processes and to
reformulate this documentary material into new artistic forms that continue
to breathe life into the project. Certain elements contract due to their unique
time signatures, while others continue to expand and create new publics. But
this relates to something more than just to the project itself; Tichy’s artistic
intervention also contributes to the history of Cabrini Green by activating the
physical site and public memory. In doing so, Project Cabrini Green offers
points of focus — at once aesthetically and socio-politically charged — that
move beyond rhetoric and cliché, combating that other dangerous edge of the
time continuum: amnesia.

REFERENCE

Shields, R. (1999), Lefebure, Love, and Struggle: Spatial Dialectics, London:
Routledge.

CONTRIBUTOR DETAILS

Steven L. Bridges is a curator, writer and arts educator based in Chicago. He
is currently a curatorial assistant at the MCA Chicago, and previously worked
as the coordinator of exhibitions at Marwen, a non-profit organization that
provides visual arts education to under-served Chicago youth.

THE BEST OF ALL POSSIBLE WORLDS: FILIP GILISSEN’S IT’S
ALL DOWNHILL FROM HERE ON, A 2011 SINT-LUKAS BRUSSELS
UNIVERSITY COMMISSION, AND OTHER RECENT WORKS

Reviewed by Frances Loeffler

‘All’s for the best in the best of all possible worlds.” This is the maxim of the
excessively optimistic Dr Pangloss in Voltaire’s Candide (1759). He continues
to use it, even after he has been hung, surgically dissected and whipped with
a heavy thong. The satirical novella was written to expose what Voltaire saw
as the naivety of Leibnizian optimism in the wake of such dire events as the
Seven Years’ War and the 1755 Lisbon earthquake. In our own time of recur-
ring natural disasters, ongoing political conflicts and widespread economic
recession, the notion that we are living in ‘the best of all possible worlds’ can
seem equally farcical. But the Panglossian view persists. Today, it is perhaps
most often encountered as a sales and marketing strategy, or in the form of
self-help manuals and New Ageism. Optimism has become not just a philo-
sophical question but also a consumer product.

It's All Downhill From Here On (2011-ongoing), [ Feel Like Going On
(2011), The Only Way is Up (2010) and The Winner Takes it All (2010), the
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Material Translations: Japanese Fashion from the
School of the Art Institute of Chicago Ando Gallery, 3
November—7 April, Art Institute of Chicago, 111 South
Michigan Avenue Chicago, IL 60603, T: (312) 443
3600, www.artic.edu

This sensitive exhibition of Japanese fashion from the
FRC archive shares with the Institute’s summer
exhibition, Fashioning the Object, (Selvedge, issue
48, 2012) an interest in how fashion is displayed.

This time fashion makes its appearance in
Gallery 109, the museum’s Ando Gallery, designed
by the Japanese architect Tadao Ando as his first
U.S. commission in 1989. This contemplative space,
tucked away in the Asian galleries, leads the viewer
into the dark oak flooring and grid of 16 foot square
columns organized in four rows, bound on two walls
with low lit L-shaped display cabinets behind glass.
To get a close glimpse of the fashion, viewers must
navigate a route through Ando’s pillars, forcing us to
reconsider the edges of ourselves and the interiors
we occupy. This demand establishes a useful frame
of mind to consider the Japanese fashion on display
— works that for some may be quite familiar, but are
always deserving of further attention.

Twelve mannequins behind glass wear now iconic
names from the pick of Japanese fashion design:
Rei Kawakubo, Issey Miyake, Junya Watanabe
and, the relative newcomer of the selection, Jun
Takashi. Distorted silhouettes, unexpected material
combinations that expose construction techniques and
asymmetry are apparent throughout. Rei Kawakubo's
1983 sack dress is on display, which we are briefly told,
“characterizes the aesthetic of poverty”. (New York
Times photographer Bill Cunningham in the 2010
documentary about his life, reflects more bluntly that
Kawakubo's gesture takes considerable inspiration
from the garb of the homeless — a source with the
potential to be understood far more contentiously than
an “aesthetic of poverty”.)

Also from 1983 is a Kawakubo creation that works
much like a puzzle piece and can be oriented up or
down left or right to find the comfortable fit. Fourteen
years later, Kawakubo's approach continued to
question the status quo. Her 1997 Lumps and Bumps
collection includes an elastic and nylon dress that
shines an irreverent light on what the garment is
intended to conceal and reveal by offering up
protuberances in unexpected locations. The exhibition

na

wall panel reminds us that dancers from the Merce
Cunningham Dance Company wore similar garments,
to the consternation of some during performances of
Scenario at the Brooklyn Academy of Music the
same year.

Miyake has a similar disregard for conventional
proportions and priorities when dressing the body,
using pleats that treat the body surface as a series
of planes. This approach is taken to extremes in
his now familiar Pleats Please collection, which
dressed the female form in origami inspired
shapes of crisp pleating. Alongside presenting a
unexpected visual hierarchy for the female form,
(breasts and hips are no more of a visual
priority here than elbows or knees) Pleats Please
surfaces catered to the time-poor business traveller
by providing designs that refused unsightly creasing
caused by travel or packing. This makes them
particularly deceptive designs when seen on the
hanger where they lie flat and belie the unexpected
volume that appears when worn.

One of the most recent examples on display is
Jun Takashi's pants and jacket from 2005 set
alongside Rei Kawakubo’s hat from the same year.
Both — through material choice and construction
technique - continue the aesthetic tradition
established by experimental Japanese fashion
design by refusing to conform to expectations. Here
hymo, a material more usually sandwiched in a
garment interlining, is used for Kawakubo's hat
fabric, while Takashi intentionally misaligns hems
and employs padding to distort the silhouette and
challenge the values of garment construction.

One unexpected treat to this exhibition is the
site-specific video projection, /Installation no. 16,
created by Czech-born, Chicago-based artist Jan
Tichy. This intervention introduces yet another subtle
request for contemplation by way of a bright
white light that moves in various configurations
across Ando’s grid of wood columns. At times a
lunar eclipse is suggested: elsewhere the light is
reminiscent of car headlights bouncing on an
interior wall or the feeling of sitting within a human
sized camera obscura. For a viewer such as myself
not particularly familiar with the vast architecture that
makes up the Art Institute, this intervention offered
a compelling prompt to rethink the now iconic
fashion on display. ®ee Jessica Hemmings
04 and 05 Gallery installation
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Jan Tichy at the Museum of Contemporary
Photography | Art review

“1979:1-2012:21"” revisits the MoCP’s collection

By Lauren Weinberg
Published: November 22, 2012

With almost 500 prints, Dorothea Lange—the photographer whose Migrant Mother became an icon of
the Great Depression—is the most represented artist in the Museum of Contemporary Photography’s
collection. The museum’s largest piece is Chinese artist Shi Guorui’s Shanghai 22—23 Oct 2005, a
camera-obscura photograph of the Shanghai skyline that is more than 12' long. Its smallest, Walker
Evans’s untitled 1928-29 photo of a metal grate, is a mere 1" x 1.25".

Until “1979:1-2012:21: Jan Tichy Works with the MoCP Collection” took the measure of the museum’s
holdings, visitors had little sense the MoCP owns almost 11,000 photographs, videos and other works.
But this ingenious exhibition hints at the nature and broad scope of these assets, while reminding
visitors that any collection is skewed by personal taste—and luck: Lange’s work came to the museum
from her stepdaughter, who lives in Chicago.

Last year, Tichy, a Chicago artist who teaches at SAIC, began working to make the MoCP’s collection
more accessible. Aided by graduate photography students from local schools, he revamped the
museum’s website, making it easy to search the archive by artist, keyword and medium. He transformed
the MoCP’s large windows at the southwest corner of Michigan Avenue and Harrison Street into the
new Cornerstone Gallery, where flat-screen monitors flash digital exhibitions organized by guest
curators.



Tichy also contributes videos of his own to “1979:1-2012:21,” which are unfortunately outshone by the
photographs he highlights. However, this show convinces viewers that curating can be an artistic
pursuit.

The title, which refers to the museum’s first and most recent acquisitions, reflects the structure of its
first section. Tichy pairs several photographs, including Shi’s and Evans’s, based on the collection’s
extremes. Others are linked by form or subject matter. Tichy’s choices demonstrate that conceptual and
documentary photographs coexist in the collection, which encompasses abstractions as well as images
of people, landscapes and infrastructure. One of my favorite pairings pits the tough teens in Diane
Arbus’s Two Girls in Matching Bathing Suits, Coney Island, N.Y. (1967) against the more vulnerable-
looking subject of Rineke Dijkstra’s portrait Maya, Herzliya, Israel, November 21, 1999, offering two
different but equally striking views of young womanhood.

On the mezzanine level, Tichy presents a dozen “significant yet relatively under-used” photographs
recommended by museum staff who have worked with the collection for at least five years. Chicago-
based Terry Evans’s lovely but disturbing color photo Field Museum, swan, 1891 (2001) captures the
taxidermied bird bent double, its graceful neck wrapped to its body with translucent fabric. It hangs near
Harlem Renaissance photographer James Van Der Zee's regal portrait of A Member of Garvey’s African
Legion with His Family (1924). | wish Tichy had shared the MoCP employees’ explanations for their
recommendations, but in choosing these 12 from a larger pool, he subsumes them into his curatorial
and conceptual vision.

Local photographers—including Chicago School leaders Aaron Siskind and Harry Callahan, their
influential students Ken Josephson and Barbara Crane, and younger contemporary artists such as Jason
Lazarus—are ubiquitous in “1979:1-2012:21.” Tichy fills the Print Study Room with a salon-style
selection from Changing Chicago, a 1987 initiative that commissioned 33 hometown photographers to
document the city. Their explorations of race and class couldn’t be more timely. By excavating the
MoCP’s archives, Tichy renders them more relevant than ever before.









Jan Tichy

GORDON GALLERY 2

4 Natan Hachacham Street
August 23—-September 15

In March 2011 the last high-rise building of Cabrini-Green, a
public housing development on Chicago’s Near North Side, was
demolished and 134 deserted apartments turned into rubble. In
its prime, the complex had housed over 15,000 people. Over the
years, however, gang violence, neglect, and poor conditions
drove residents away. Days before the demolition began, Jan
Tichy installed 134 flickering LED boxes in the empty spaces of
the final standing building; during the monthlong process, these
boxes blinked every day from 7 PM to 1 AM with unique patterns.
The lights could have been read as SOS signals. In fact, their
beat was determined by a conversion of human voices: local
youth reading poems they had written about destruction and

urban decay. The poems were penned during a series of Jan Tichy, Project Cabrini Green (feed), 2011,
community workshops Tichy organized with his partner, Efrat video, color, 700 hours. From “Project Cabrini
Appel. The poems, the nearly 700-hour-long video, the LED Green,” 2011.

boxes, the workshops, and the intervention in the public space
have all become part of Tichy’s “Project Cabrini Green,” 2011.

This exhibition marks the debut of the work in its full capacity in Tel Aviv, and the small spaces of Gordon Gallery
are filled with voices of teenagers reading their poems. A computer allows visitors to choose which poem to hear.
A different computer provides a visualization of the building’s grid. Behind a black curtain, some surviving LED
boxes are placed on the floor. Suddenly, one of them flickers and offers a latent message—an echo of
destruction that takes hold of the space. The various threads of this project seem to connect to one another
through this dying box: As “Cabrini Green” delves into questions regarding gentrification and social stratification,
it also presents a surprising emergence of the past. The beaten box thus appears as whatis on the verge of
unavoidable downfall.

— Rotem Rozental

All rights reserved. artforum.com is a registered trademark of Artforum International Magazine, New York, NY






Jan Tichy: Matrix 164 At Wadsworth

Czech-American Artist Creates Multidimensional Video-Audio Installations

By SUSAN DUNNE, sdunne@courant.com

The Hartford Courant

9:46 AM EDT, April 18,2012

Is "Installation No. 6 (Tubes)" a
cityscape? It is an organ? It is just an
abstract organism? Jan Tichy, the
creator of the artwork, says it is any of
those, all of those, none of those.

"The composition is open enough that a
person can read it in different ways,"
Tichy says.

The art installation sits in a very dark room furnished with two benches. The work is composed
of an old television, sitting screen upwards and playing a continuous 10-minute loop of static,
like when old TVs had problems with horizontal hold. On top of the TV are a artistically
arranged series of white tubes, varying in height and width. The shining white lights of the static
shine upwards through the tube construction. All the while, magnified audio static crescendoes,
creates an otherwordly visual and aural impression.

Tichy is the newest artist in the Wadsworth Atheneum's MATRIX series. "Jan Tichy: Matrix
164" is made up of three installations. It will be up through Sunday, Aug. 5.

Tichy, a native of Prague who is based in Chicago, says he often appropriates images of urban
landscapes into his work. "I use architecture to spaek about history, society, politics in an
abstract form," he says. "But I want to leave it open for interpretation. ... I want to explore the
connection between light and sound."

He does the same in the next room, the exhibition's largest and most complex installation, and
also the most site-specific. "Installation No. 14 (Austin)" is an homage to Arthur Everett "Chick"
Austin, the Atheneum's director from 1927 to 1944.

For that installation, a projector casts an image of sunrise at Austin's home on Scarborough
Street in Hartford. (The film was shot over three hours, but has been compressed to 10 minutes,
on a loop.) That dark corner projection area is flanked by two classic paintings — "Feast of
Santa Maria Della Salute," 1720, by Johan Richter, and "The Archangel Michael," 1700, by


mailto:sdunne@courant.com

Cristobal Villalpando — and five classic marble busts, installed tightly together and with their
faces to the wall. Across the room, on a platform, sits a Brno chair designed by Ludwig Mies
Van Der Rohe, which was used in the Austin era as office furniture and later was added to the
museum's collections. Above the chair is a projected light design resembling the ceiling of the
Avery Court.

Tichy says he put that installation in the first room that visitors enter for a reason. "You have to
pass through this room three times. Eventually you will have to see it from all three angles," he
says. "You walk through to get to this room and you see it from one angle. Then you go to the
room on the other side and see it from another angle. Then you come in to see it and see it from
this angle."

Tichy was inspired to make the film when he came to the Atheneum and discovered it was the
country's oldest public art museum, and that Austin was a revered figure at the Wadsworth. "I'm
interested in collections. What does it mean to make a collection? Who decides what? What is
preserved for future generations, creating a history for them?" he says. "Being the oldest museum
provides a full range of American musuem practice, and Chick Austin was an interesting entry
point."

The two paintings were acquired during the Austin era; at the time of its purchase, the Richter
was believed to be the work of Luca Carlevarijs.

And as for the turned-away busts? "We rarely see them this way, from behind," Tichy says.
"That's not something you're supposed to see."

The exhibit's final piece, "Installation No. 11," features two wall-sized screens, facing each other,
running video on 10-minute loops. One shows the Judea desert. The other shows the
Mediterranean sea. As the recognizable images fade from view, they are replaced by abstract
images, shot through with lines projected through cords strung floor-to-ceiling. Like the marble
busts, several photos of a falcon statue face toward the exhibit door, and one photo of a moth
faces the falcons.

"All his work springs out of darkness," says Patricia Hickson, the museum's Emily Hall
Tremaine Curator of Contemporary Art. "The moth is symbolic, a creature that lives in dark but
is attracted to the light, but the light destroys it."

Tichy says his fascination with light-based installations was a gradual process. "I started with
photography, looking at the world through a lend. At a certain point, I moved to video, staying at
two dimensions but adding the dimension of time. Then sculptural elements started to emerge."

"JAN TICHY: MATRIX 164" will be at Wadsworth Atheneum Museum of Art, 600 Main St. in
Hartford, until Sunday, Aug. 5. Hours are Wednesday to Friday 11 a.m. to 5 p.m., weekends 10
a.m. to 5 p.m. Details: http.//'www.wadsworthatheneum.org.
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Art in Review

‘Young Curators, New Ideas III’
By HOLLAND COTTER
Published: August 20, 2010

P.P.O.W., 511 West 25th Street, Room 301, Chelsea

Vagueness has been in vogue this summer, and many group shows have been in puzzler mode, with gassy themes, an
abstract look and a hermetic affect. In some cases, like “The Evryali Score” at David Zwirner, the mode worked. In most
it didn’t. The best you could hope for was an artist who stood out, as Patricia Esquivias did in the otherwise wan “Mass
Ornament” at Gladstone.

P.P.O.W.’s “Young Curators, New Ideas III” is made up of six puzzler mini-shows, all installed in the gallery, all based
on exhibition proposals submitted to the overseeing curator, Amani Olu. The proposals, posted on the gallery’s Web site
(ppowgallery.com), are dense expositions of ideas that include the overworked (critiques of celebrity, originality,
modernism), the rarely tackled (equine husbandry) and the academic-arcane (the Heisenberg Uncertainty Principle in
quantum mechanics). Too often, the proposals are more interesting to read than the shows are to look at.

In one exhibition, called “Personal/Public/Private” and conceived by Liza Buzytsky and Andrew Russeth, four artists,
including Ms. Buzytsky, ostensibly restore personal content to certain discredited modernist forms like painting. But the
show is indistinguishable from the many other riffs on formalism that have represented the summer’s other group
exhibition trend.

In “Quantum Limbo,” the curator Stamatina Gregory presents the work of two artists, Julia Oldham (collaborating with
Eric Corwin and Maxime Clusel) and Brian Clifton. Ms. Oldham and Mr. Clifton refer to the uncertainty principle in
physics in their work — video in her case, painting in his — but neither clarifies or dramatizes a difficult subject. Instead,
they essentially give us a proposal with visual footnotes, the equivalent of mystifying classroom demonstrations.

Sort of that way too is Bryan Graf’s dissection of landscape photography in the solo show of his work organized by Kate
Greenberg and Hilary Schaffner. But he lets you follow his ideas being considered from piece to piece so you can feel
included in the process. That sense of inclusion is still more immediate in an installation by Jan Tichy. (Gabriella Hiatt is
the curator.) Here, through a play of abstract video projections, the white-painted space you’re standing in very slowly —
one inch at a time, it seems — goes very dark. The piece hints at a link between spreading darkness and an oil spill,
though less specific readings offer themselves too.

This doesn’t seem to be true of a third solo show, presented by the curator Erin Dziedzic and consisting of a photographic
installation by Craig Drennen. The installation is based on a well-known 1986 piece called “Talent” by David Robbins,
which consisted of glamorous studio headshots of several artists — Jeff Koons, Cindy Sherman, Jenny Holzer and so on
— who were becoming stars at the time. Mr. Drennen has applied disfiguring glops of paint to prints of the portraits, as if
to undercut the notion of fame, which, of course, they were meant to send up. There are other things going on — the
proposal mentions Mr. Drennen’s immersion in Shakespeare — but it’s hard to know what.

I’'m inclined to say the same of work chosen by the curator James Shaeffer: drawings, exhibited as digital prints, by Victor
Vaughn, that deal with a bond between horse and man, and photographs of nude extraterrestrials by the intriguing artist-
team called AIDS-3D (Daniel Keller and Nik Kosmas). What there’s no mistaking, though, is that the work of both Mr.
Vaughn and AIDS-3D can be downloaded free from the Internet, so that what’s on the gallery wall is no better (or worse)
than what I pull from my printer.

The subject of what is gained and lost in art in the age of mechanical reproduction is ancient by now. But the question of
what art’s future might be on the accessible, untamable Internet is still a bit new. And cyberspace remains, so far, a
curator-challenging frontier. HOLLAND COTTER
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Israeli modernism

SmadarSheffi

Group exhibition “Family/Tree,” Helena
Rubinstein Pavilion, Tel Aviv

The “family” that is featured
in the exhibition “Family/Tree,”
presently shown at the Helena
Rubinstein Pavilion in Tel Aviv, is
arather successful bunch: Artists
whose work has garnered recog-
nition in New York, which is still
regarded in Israel as a supreme
authority in all art-related mat-
ters, a lighthouse for civilization
that has retained its elevated sta-
tus despite the emergence of new
art centers.

This is a well-crafted show, un-
derpinned by an inner logic and
a cohesive point of view, despite
the fact that the works on dis-
play were selected from a single
collection, varied as it may be.
Curator Ellen Ginton succeeds in
shedding light on an interesting
development in Israeli modern-
ism, especially the relationship
between the works of Nahum
Tevet (a kind of patriarch) and
those of Ohad Meromi and Guy
Ben-Ner. The three show archi-
tectural installations are made of
wood. In the present exhibition,
works by Tevet and Ben-Ner are
presented much more success-
fully than in the past. Inasmuch
as these are installations - that is,
works in which space plays an in-
tegral role - the present exhibition
corrects the injustice inflicted on
these pieces in past exhibitions.

Tevet shows “Question Five”
from 2000-03, a work that was
shown in 2007 at the Israel
Museum in Jerusalem as part of
an installation series by the art-
ist. It is presently exhibited in a
closed space, which was custom-
built to serve the dimensions of
the work as a distinct, autono-
mous unit, and is consequently
more impressive. As opposed to
the surplus and suffocation that
characterized Tevet’s solo show
at the Israel Museum, “Works,
1994-2006,” the piece is presently
imbued with a sense of clarity.
What stands out in this piece are
the photo albums that are placed
in varying locations, like personal
memories - silent and present
at once. The work also features
images of small boats, wooden
shelves and elongated legs that
support miniature tables, which
emerge from the thicket of
furniture-like units.

In this work, Tevet formulates
an homage to Israeli modernism —
from International Style architec-
ture to the sculptures of Michael
Gross — while offering a medita-
tion on its essence and the price
it exacted. The adoption of a re-
ductive ethos for each and every

LINEAR: Jan Tichy’s “Installation No. 3.”

unit alongside an almost Baroque
cluttering of the space, which
constitutes the installation as a
whole, creates a tension between
an admiration of such an ethos
and a particular unwillingness to
realize it.

Props for a show
thula doesn’t exist

“Treehouse Kit,” a work by Guy
Ben-Ner from 2005, was shown in
the Israeli Pavilion at the Venice
Biennale that same year. It is pres-
ently exhibited in a much smaller
space, and the piece is more effec-
tive as a result, especially in terms
of the connection between the vid-
eo and the wood sculpture.

This work further develops
Ben-Ner’s interest in classic
novels from the 18th and 19th
centuries, like “Robinson Crusoe”
and “Moby Dick,” highlighting
themes of imperialism and co-
lonialism, which have occupied
the artist since the late 1990s. In
“Treehouse Kit” he also makes
reference to the modernist en-
terprise, which recurs in a later
video work, “Stealing Beauty,”
from 2007 (currently showing at
the Israel Museum).

“Treehouse Kit” features
a wood sculpture of a tree
composed of modular units that
can be dismantled and put back
together into pieces of furniture,
including a chair, parasol, ladder
and bed. The video shows Ben-
Ner, who sports a Herzl-like beard,
dismantling a tree identical to the
one in the space and assembling
it into pieces of furniture. The
assembly is straightforward, re-
calling ITkea furniture (the artist’s
newest video work was filmed in
Ikea stores). Ben-Ner intelligently
addresses the modernist ethos of
Ikea, which realizes the Bauhaus
vision of mass-produced designer
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furniture, albeit devoid of its ide-
ology.

The Herzl/Robinson Crusoe
character folds a photograph of
his wife and children to stabilize
the leg of a ladder in a symbolic
act, thus creating a brave new
world that is at the same time de-
signed for comfort. This political
reading, tied to the question of
Zionist colonialism, surfaces in a
somewhat refined fashion.

Refinement is not a word one
would use to describe the two
videos by Meromi, “Cyclops
II” from 2005 (a follow-up to
“Cyclops I,” which was shown
at the Tal Esther Gallery in 2004
and at the “Real Time: Art in
Israel, 1998-2008” exhibition at
the Israel Museum) and “The Ex-
ception and the Rule,” which was
enthusiastically received in Israel
and abroad. “Cyclops I1,” like the
video that preceded it, alludes to
“The Cyclops” by Greek play-
wright Euripides, old sci-fi flicks
and theater improvisation games.

“The Exception and the Rule”
is a parody on folk dancing. With
“Arab” and “Eastern European”
costumes, which recall Israeli folk
dance festivals, Meromi presents
a dance that takes place in uniden-
tified archaeological ruins. The re-
sult wavers between a show aimed
at tourists and a utopia inspired by
musicals.

The work “Installation
No. 3” by Jan Tichy, from 2007, ad-
dresses questions about modern-
ism from a formal and theoretical
perspective. The piece consists
of a lighting design and animated
video projection that illuminate
an object whose shadow is cast on
the wall, creating a total, charm-
ing experience. The basic image
is of a clean, linear structure,
the embodiment of Modernism’s
disavowal of decoration, within

which unidentified tiny figures —
residents or builders - come and
go. This is a pretty, clean and ster-
ile environment, a non-place that
can be any place.

The victory of gibberish

The video “Normal” by Tami
Ben-Tor from 2006 is a kind of
comic piece that focuses on the
neurotic behavior of an office
worker. Throughout the four-min-
ute video, the character leaves
message after message, which
begin with an artificial, enthusi-
astic tone, employing words like
“project,” “meeting,” and “e-mail,”
but which gradually become less
and less comprehensible as her
language increasingly borders
on gibberish. This piece is more
challenging to watch than Ben-
Tor’s other works, like “Women
Talk about Adolph Hitler” from
2004 (shown at the Rosenfeld Gal-
lery), in which the artist satirized
the type of documentaries that
deal with less familiar sides of the
history of World War I1.

In the catalogue Ginton returns
to the common comparison be-
tween Ben-Tor’s work and that of
Cindy Sherman. While Sherman
works more with still photography
as opposed to video, this is an apt
comparison, especially for a read-
ing of the work “Normal,” due to
the physical appearance of the
persona Ben-Tor plays, character-
ized by unkempt, short blond hair.
At the same time, “Normal” has
more in common with the work of
video artist Martha Rosler, espe-
cially her parody video “Semiotics
of the Kitchen” from 1975, an icon-
ic work in the history of feminist
and video art. In the six-minute-
long video, Rosler created a down-
ward spiral of chaos and madness
from what initially seemed like a
cooking show.




































Barcelona free art

A free look at art in Barcelona: galleries, public spaces, installations... (an exquisitely
slow blog)

Kevin Booth

After Architecture — Typologies of the Afterwards

13/07/2009

Arts Santa Monica, from 20 June to 6 September. 18 artists.

Approaching an exhibition on architecture as a kind of
“essay” might seem dry yet it refreshingly smashes some
traditional boundaries of expectation to examine the topic
from new angles. Curator Marti Peran’s aim to “ascertain the
effects and transformations that architecture suffers through
experimentation in real contexts and real time”, provides a
discursive thread that links these eighteen artists’ widely
divergent, even eccentric, perspectives.

On one hand, the exhibition stresses architecture’s
regimenting, orderly function, to control or predetermine
behaviour, as David Harvey states, “erect[ing] a built space
in order for time to progress smoothly into the future”; yet
on the other, inherently highlighting its simultaneous role as
a container for real lives, lived experience. This human
presence naturally tends to “correct” or modify the premise,
creating cracks for entropy to creep through: “a structure of
notable cultural complexity will inevitably undergo a
multiplication of its inherent processes of degradation and
disintegration” with the result that “the modern project has
declined into endless sequels produced by its own
(dis)solution.”

Terence Gower Wilderness Utopia, 2008

Video projection: 322", Digital printing 89x230 cm.

After Architecture is divided into four sections: Back, Around, Interior and Demolition.

Back examines the duality of fagades, hiding those “ideological foundations” which, in turn, reveal
architecture’s “habitual failures”.

In Wilderness Utopia (2008), using digital technology, Terence Gower recreates Hirschhorn City, a
failed utopia conceived by self-made tycoon and art collector Joseph H. Hirschhorn who amassed a
fortune in uranium mining and arms dealing. This state-of-the art city was to house his important art
collection (now Washington’s Hirschhorn Museum & Sculpture Garden). Gower reveals the grim
underbelly of this utopian dream, accompanying his project with graphic press information on the
ecological disasters uranium mining has caused: the devastation behind the fagade.

Within Around, Tim Etchells exhibits City Changes (2008), a series of texts that reference the city as a
changing narrative rather than a static structure. The description of each possible urbs begins from
the same premise: “"There was once a city that...” before diverging into twenty different texts that
each propose a different reality, repeating certain elements, drastically changing others, reading the
city as a multiplicity of possible realities.



Jordi Colomer Avenida Ixtapaluca (Houses for
México), 2009 Video and screening room 6’
Master HD-CAM, Stereo. A production by CO-
producciones (Barcelona) and Maravillas
(Paris), with the collaboration of 7 Bienal do
Mercosul (Porto Alegre, Brazil), SEACEX, CCE
(Mexico).

Jordi Colomer’s Avenida Ixtapaluca
(houses for Mexico) (2009) offers an
aerial panorama of a vast, apparently
pristine, well-ordered suburb -
thousands of independent bungalows laid
down with the precision of computer
chips. However, as the camera
inexorably hones in, encroaching into the human reality, it reveals previously invisible architectural
imperfections until, at street level, it confronts us with its inhabitants’ degradation and slum-like
misery. The film fiercely critiques an ideological stance opting for hegemonic regimentation of
architecture’s inhabitants.

The section Interior focuses on enclosed space, traditionally identified as a private sanctuary protected
from public life. Yet modern architecture reinterprets the inner space as a meeting point, one which
use of transparent materials brings into contact with the exterior. Inside, is where humanity can most
successfully alter and mutate the original architectural premise.

In Skyline (2007), Mounir Fatmi emphasises this polarity of exterior/interior, into hard/soft,
brittle/flexible dualities. Recreating a city skyline out of video cassette cases, magnetic tape streams
from its protective casing in a glistening waterfall representing humanity’s anarchic messiness. The
obsoleteness of this recycled medium stresses architecture’s temporality — modernity inevitably
evolving into the historical - while the tape itself is a medium on which stories are recorded,
thousands of narratives flowing out from the metropolis’s fragile cells.

Mounir Fatmi Skyline, 2007
1200 VHS magnetic tapes. Installation
dimensions: 3.8x8.2 m.

Xavier Monteys offers an installation,
La habitacion secreta (2009), a secret
room that references many similar
themes in literature and cinema,
“spaces which lead to the core of the
drama”, of which Monteys specifically
references two, a Joseph Brodsky text
and a William Wilder film. Yet its
secret containment also celebrates the
room as the city’s smallest constitutive
cell, a building block for the dwelling,
its walls faintly resonating with the life
sensed outside.

Demolition is possibly the most passionate section, recording entropy’s inevitable triumph over order.
Perin declares that “the modernist decision of commitment to the utopian spirit cancelled out Romantic
fascination with ruins.” Yet these pieces examine the ruins of modernist dreams.

Chris Mottalini photographs the effects of the American crisis in After you left they took it apart:

demolished Paul Rudolph homes (2007). He documents the demoralised beauty of bankrupt American
dreams, once so optimistically executed in Rudolph’s clean, Bauhaus- and Cubist-influenced lines. Yet
sagging plate glass dividers, peeling cladding and weeds sprouting in the once-manicured turf are his



heritage as the sun sets, throwing receding shadows onto stained walls. His photos capture the scars
of past living in these now-abandoned spaces.

Lara Almarcegui’s Wastelands Map Amsterdam, a guide to the empty sites in the city (1999), ironically
focuses on those unplanned gaps in the urban tissue. It is an anti-guide of unlikely stops on a tourist
itinerary, yet catalogued and photographed like rare sites in danger of extinction.

The most chilling work in Demolition is Jan Tichy’s Dahania. Yasser Arafat International Airport (2006).
Architecture here undergoes continual disappearance as a result of Israel’s policy of demolishing
Palestinian infrastructure. Built in 1996, the airport’s control tower was bombarded by Israel and its
runways mined in 2000. Despite repeated occupation by Israeli forces, the airport continues to be
rebuilt and repaired as an optimistic icon to a future, free Palestine. Ironically, the sand in this
installation originates from the Gaza Strip’s geographical and ideological Mediterranean extreme, the
bourgeois town of Sitges.

Jan Tichy Dahania. Yasser Arafat International Airport, 2006
Paper models on sand and framed poster. Dimensions: 120x45x15 cm; inkjet printing 200x35 cm.
Courtesy of Magazin 3 Stockholm Kunsthall

After Architecture includes the following artists: Terence Gower, Pia Ronicke, Xavier Arends, Vangelis
Vlahos, Laurent Malone & Dennis Adams, Gregor Graf, Mounir Fatmi, Heidrun Holzfeind, Xavier
Monteys, Didier Bay, Jordi Colomer, Tim Etchells, Alexander Apédstol, Jan Tichy, Clay Ketter, Chris
Mottalini & Lara Almarcegui. It is curated by Marti Peran in conjunction with Andrea Aguado.
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