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Glasgow “Hands Off,” Bill Albertini’s latest show here,
Hong Kong combines video art, stainless steel, aluminum
nousn ints, and robot-whittled wood eo highligh
istanbul prints, and robot-whittled wood to highlight
Kaunas modern technology’s generative potential with
Kumasi such elegance, it could make a believer out of
amen h bbora Luddi

Los Angeles the most stubborn Luddite.

Madrid

New York One wall is dedicated to Albertini’s ongoing
Paris “Save As” sculpture series, which he’s been
:::urlrancisoo chipping away at since 2019. At the center of
Stockholm the arrangement sits a compact prototype
Toronto View of “Bill Albertini: Hands Off,” 2022, designed by the artist in an Oculus Rift VR
Warsaw

headset, which was given life via bronze-infused
steel by an industrial metallurgy company. Variations on that work flank both sides of it, each
iteration slightly different from its predecessor. Some of them even spawn branches that jut
toward the ceiling or the floor. What might feel recursive instead has real motion; the overall

impression reminds you why anyone ever thought computers might be liberating.

The rest of the gallery’s long, narrow space is devoted to pieces from Albertini’s series “Pipe
Dream System,” 2018, a circulatory network comprising discrete parts made with various
types of CAD software that were pieced together via sundry production techniques—in this
case, a seven-axis robot from William Paterson University in Wayne, New Jersey. The
disassembled components of a poplar-wood form appear beside it in dreamy aluminum prints,
which also feature images of wildflowers. A looping video scatters light-refracting pieces of

snakelike pipes that twist through steel grids on a shelf beside the screen.

The details of each individual sculpture are playful and stirring, and invite careful scrutiny in a

way that slecker, more frictionless digital art might not. That i able human ibility, in
the end, is what makes “Hands Off” stick. Albertini can tie his hands behind his back all he
wants. His touch, so to speak, comes through anyway.

— Conner Reed
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“Digital Vision” exhibition blurs the
line between futuristic and
traditional media

“Dighal Vision” showcases works from seven antists. Photo by |sabel Tomence.

By Jane Hoffman
hoffmanj@grinnell.edu

When museumgoers cross the gallery threshold for “Digital Vision,” the newest exhibition at
the Grinnell College Museum of Art (GCMoA), they are met by a hypnotic display of lights
rippling in infrared, an experience immediately delivering on the apparent theme of the show.

Moments later, however, they see pieces that evoke a more "traditional” gallery setting, arriving
in front of paintings, photographs and elaborate sculptures hung from the ceiling. Upon further
examination, these apparent contrasts fade away as the role of technology in each piece is
revealed.

“This exhibition is about broadening our vision [of art] to include both digital and analog,” said
Susan Baley, director of the GCMoA, who helped open the exhibit on Jan. 28.
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The exhibit, planned in collaboration with former GCMoA director Lesley Wright, was originally
proposed as a showcase of Grinnell art professor Matthew Kluber's artwork, in which he
codes luminous, undulating videos and projects them onto paintings. The result is a dreamlike,
intricate and ephemeral exploration of art's new frontier, made only more impressive by how
the works engage and contrast with one another.

As the planning process continued, Kluber invited six other artists that utilize digital tools in
their creative processes to participate in the exhibit. At the museum, viewers can also see
pieces by Bill Albertini, Kate Petley, John Pomara, John F. Simon Jr., Anne Spalter and Jody
Zellen.

Throughout the semester, students will have the chance to hear the creators discuss their art
and processes through the Artists@Grinnell program. The artists will present in pairs, a nod to
the centrality of how the works themselves are "in conversation with one another,” said Baley.

All featured artists attended school and began their careers before the advent of technology
that now plays a primary role in their featured work. Within this context, the exhibit ultimately
depicts a movement in transition, featuring artists who have integrated technology to a greater
extent as both their careers and technical innovation at large have progressed. Kluber shared
how the proliferation of “very small and very reliable” computers not only opened the door for
new projects, but also expanded opportunities for bringing the works into museum and home
settings.

Although visitors are immediately greeted by the neon waves of Kluber’s paintings, a stroll
through the gallery also reveals works that are not overtly identifiable as high-tech pieces,
such as Bill Albertini’s "Save As.” a set of sculptures made up of nested, twisting bronze and
stainless-steel pieces.

Diving into Albertini's process, however, reveals a technologically sophisticated technigue:
Albertini models the pieces using an Oculus Rift virtual reality headset and produces them
with a 3-D printer. In an interview, Albertini raised a common refrain for the participating
artists: digital artwork allows creators to experiment with the nature of time.

In “Save As,” Albertini explained that his process of drafting, saving and returning to the
different pieces in "Save As" mimicked the rhythm of a "stop-frame animation, in which each
iteration changes but offers the opportunity to return to your draft and begin working again.”

Artist John F. Simon Jr. also engages with temporality in his works. His pieces exemplify the
duality of digital artwork that is rendered and saved in code, but manifests in a display of
"always changing, never-repeating patterns” upon screens nestled within intricate and colorful
frames.

In an increasingly hurried world, it is easy to dismiss technology as a distraction that pulls us
away from absorbing the transitory. “Digital Vision” not only challenges that assumption, but
provides a canvas upon which to marvel at the fleeting.

Editor’s note: Previous versions of this article stated artist John F. Simon Jr.'s name as both

John Simon Fraser Jr. and John Fraser Simon Jr, which have since been corrected. The S&B
regrets these errors. Updated Feb. 9, 2022, 9:38 a.m.
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Artreview: Portland gallery
displays ‘Exceptional Objects,’
in photo and sculpture

The work of Yale grads Kate Greene and Bill Albertini is on
display through April at Grant Wahlquist Gallery.

Q

BY DANIEL KANY

share @ W OB

Kate Greene, "Yvonne's Hands,” 2018, 8 by 10 inches. Photos courtesy of Grant Wahiguist Gallery

“Exceptional Objects,” now on view at Grant Wahlquist Gallery in Portland,
features the work of two Yale-educated artists. Kate Greene is a photographer who
teaches at Maine College of Art. Bill Albertini is a New York-based sculptor.

Greene's beautifully stark photographs take the form of black-and-white studio
still lifes featuring installation-like images of plants, fabric, mirrors and paper, as
well as images that appear to be constellations in the night sky. While they look like
negative-based black-and-white photographs, some of which have not been
“spotted” (cleaned up), a closer look reveals them to be digital images. That they are
“archival inkjet images,” according to the object list, indicates at least one phase of
digital handling, but it doesn’t mean that a given image isn’t, say, a collodion wet
plate photograph that was scanned and then printed digitally.

DANIEL KANY REVIEW
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2018, p. E2
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We're at the point where the source and possible digital manipulation of an image
is not necessarily indicated on its object label. I certainly don't see thisasa
problem; it’s been a fact of art for centuries. The camera obscura came into use in
the 16th century. Tracings and rubbings were around long before that. And
photography has been colorized and manipulated practically since it was invented
almost 200 years ago. Maybe what we’re feeling now is simply the doubt we

should have always felt.

Bill Albertini, "Braced Bracket” 2017, mahogany, Plexiglas, potylactic acid plastic, laser-cured epoxy resin, 24 by 22
by 94 inches. Photos courtesy of Grant Wahlquist Gallery

Albertini’s sculptures and images approach digital phantasmagoria from the
opposite path. Instead of beginning as objects, they are birthed (at least in terms of
their key parts) as digital designs. His “Braced Bracket,” for example, is listed as a
94-inch work in “mahogany, Plexiglas, PLA plastic and laser-cured epoxy.” We see
it as an 8-foot, 2-by-4-shaped mahogany board that nestles through a square, clear

plastic window of Plexi. But the wood does not continue through the window. It is

£ akiovany oined by ki o forsk sE 2D Srinsed crmprieg
two lengths of mahogany joined by about a foot of 3D printed armaornzs

A handsome grid of 25 framed digital renderings of hardware pairs reveals the
story of Albertini’s process. He designs the hardware for his sculptures using3D |
rendering software and then 3D prints them in polylactic acid (PLA) plastic. This it
the new world of object art. To the quick glance, the gridded images could be
photographs of his hardware objects, chromed in their metallic solidity. But they
are (merely) digital renderings. The irony now is that such paperless designs can be
made into real objects with a 3D printer.

Plato, [ imagine, would be pleased.

As objects, however, they appear with a stunning sense of organic presence. The
default color of Albertini’s PLA is like beeswax — the ultimate mathematical

organic building material.



www.billalbertini.com New York page 7

Extraordinary are ‘Exceptional’

MAINE SUNDAY TELEGRAPH
Sunday April 8, 2018

PHOTOS GRANT WAHLQUIST GALLERY:
Bill Albertini “Brace Bracket”, 2017
“Prop and Corner Brackets”

B ®®  an artreview: Portland gallery o x +

C O @ hitps://www.centralmaine.com... ¥r

Albertini’s two other sculptures play more to the
notion of the organic. Both actually look to the
symmetry of the human body which, in turn,

more easily relates them to the sculprural work of
Joel Shapiro, one of America’s greatest sculptors,

and an artist who ged to bridge mini

with the symmetrical pulse of the human form.
Albertini seems to channel both Shapiro’s
figurative abstractions and Richard Serra’s work,
made by forcing molten lead into the cornerof a
room with slick (however Frankensteinian)

updates on their connective bolts. “Angle

Bill Albertini, “Prop & Corner Brackets,”
2018, mahogany, polylactic acld plastic,
laser-cured epoxy resin, 52 by 45 by 47

inchat side held in place by three elements of hardware

Bracket” connects two pieces of mahogany. This

time, it acts asymmetrical, yet is a left and a right

at the ends and in the middle. “Prop & Corner
Brackets” looks like a combo of Shapire and Brunswick sculptor Duane Paluska,
but, again, it seeks to camouflage its conceptual symmetry. The gesture is like that
of a dancing, bending bedy, but while its legibility as a subject might be hidden, its
grace and human appeal is not.

While Albertini’s hardware studies appear as product photography — a place we
expect the slick and perfectly presented — Greene's unlikely objects appear in the
traditional visual language of art: still life. Her camouflage consists of hiding in the
open. Her “Scindapus pictus,” for example, features a sinewy tangle of the invasive
silver vine hovering in a high focus over a studio light-feigned trapezoid. While
clearly a still life, the structure of the image looks heavily to abstraction. “Studio
Study No. 6" exudes the same formal presence, but with enough subtle marks that
we begin to see them as large-format photography flaws: negative scratches and so
on. With its center filled by a square of black velvet (with clear references to
painters like Ad Reinhardt or Kasimir Malevich), “Studio Study No. 2 (black
velvet, smoke)" is an even more direct reference to Modernist painting. The image
is filled at the lower left with smoke-like (but fake) lens-flaring and marked with
fake lens scratches, so that it feels like a period image. Still, it is somehow troubled
by these theatrical invasions, but only after alonger look, and by then it's clear
Greene is going far deeper than pretending to make a painting.

DANIEL KANY REVIEW
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Greene''s range at first appears almost arbitrary.
Her images include a set of pictures of hands
and scenes of the starry night sky. But these
come together as well on theatrical terms. The
color of telescopic imagery is added later to help
clarify differences in qualities of light. And
Greene's images are actually fireworks simply
pretending to be telescopic pictures. The hand
images in “Yvonne" directly reference the hand
images from minimalist choreographer and
filmmaker Yvonne Rainer’s 1966 “Hand

Movie,”

Kate Greene, “Studio Study No. 6," 2018,
mirrors, plastic, paint, 14 by 11 inches.

The title “Exceptional Objects™ might first
appear as a merely aggrandizing shout of
support for the work in the show, but it opens the conceptual basis of the show. An
exception, after all, isn't necessarily a good thing; it's just something that falls
outside of the norm, our expectations, the rules. To kick this consideration into
play, Wahlquist quotes the journalist Ambrose Bierce, author of the “Devil's
Dictionary,” in which the writer correctly notes that the Latin phrase “Exceptio
probat regulam™ means that “the exception tests the rule, puts it to the proof, not
confirms it.” Calling for testing is an unlikely philosophical idea to pull Albertini's
and Greene's work together, but it does. In this light, Albertini’s work is primarily
based in system logic, and Greene’s pursues the relationship between theatricality
and reality.

“Exceptional Objects” is a beautifully installed show chock-full of elegant ideas.

Freelance writer Daniel Kany is an art historian who lives in Cumberland. He can

be contacted at:

dankany@gmail.com

ART REVIEW

WHAT: "Exceptional Objects™ - Photographs by
Kate Greene and sculptures by Bill Albertini

WHERE: Grant Wahlquist Gallery, 30 City Center,
2nd Floor, Portland

WHEN: 11 a.m. to & p.m. Wednesday to Saturday,
through April 28

INFO: 245-5732, grantwahlguist.com

https://www.centralmaine.com/2018/04/08/art-review-portland-gallery-displays-exceptional-objects-in-photo-and-sculpture/
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DAVID ST.-LASCAUX

uestion: What's beige, 216 cubic inches, sits on
Qa table, defies you to try to describe it in words,

scares the hell out of you, and your corpus cal-
losum wants to take out on a date to a sci-fi film festival
in another dimension? Answer: One of Bill Albertini’s
futuristic numbered “Space Frame” sculptures, at the
Martos Gallery through April 24, 2010.

Make no mistake: these computer-generated (and
fabricated) pieces of plastic are anything but sterile,
kitschy or frivolous. In fact, it's their organic molecular
presence, their biological and architectural plumbing,
their fine art pedigree, their definitive je ne sais quoi,
that give them the compact power that makes them
seem, well, actually, alive.

Space Frame Redux marks Albertini’s return to
human dimensional space after an extended foray
into computer simulation. Albertini’s early work, B.C.
(Before Computer), was at envi I scale, in
metal, glass, plastic and wood. Early technology explo-
rations led to a series of visual evocations based on stills
from Andrei Tarkovsky’s film adaptation of Stanislaw
Lem’s novel Solaris. A decade or so spent creating
elegant, unrealized organic forms has given way to the
plastic—in the sense of that word as physical, palpable
and malleable.

Albertini’s space frames are, perhaps not surpris-
ingly—given his three-decade career and intellectual
methodology—highly referential. The lights are on, and
this artist is very definitely at home. Albertini relates his
sculptures to works by painter Francis Bacon (cf. “Study
for a Portrait” of 1952) and sculptor Alberto Giacometti
(cf. “The Cage” of 1949-50); indeed, his “space frames”
represent an evolution in the continuum of visual
culture, Circling them to gain the full dimensional,
dysmorphic effect, one immediately associates—with
delicious irony—the organic nude 19th-century

neoclassical marble sculptures in the American Wing
at the Metropolitan Museum, all likewise begging to
be circumambulated. Albertini’s pale organic shapes
evoke these beauties as deflated dolls, distorted jetsam
floating through silent space, perhaps a kind of fluid,
twisted taffy? And nice Cezanne bowls of apples, except
collapsed and moldy, ergot, cream; or the naughty
Duchamp encaged marble cubes, cuttlebone and ther-
mometer in “Why not Sneeze, Rose Sélavy?” of 1921.
Duchamp the perfect metaphor, because Albertini’s
“Space Frames,” like the former’s white stone cubes,
aren't the sweet little sugared somethings they seem to
be. In an age of sculpture of scale, they are intentional
miniatures, begging the question of why—gotcha. Their
soundless presence is maddening: one wants them to

Bill Albertini, Genus 267, 2010, ABS Plastic, 127x 8% 7~

explain th lves, to recombine into hing re-
sembling something, to a recognizable anything, to play
fair with our feeble brains. This is art doing what it's
supposed to do: to be something we haven't experienced
before, to challenge our expectations, to find ourselves
coming up short of processing power. Checkmated. This
isn't your father’s representational art, nor is it “concep-
tual,” nor “post-" anything, nor “personal: it’s conjured,
and everything that that infers.

And then there’s Hans Arp and Yves Tanguy and

th lves: enc t in glass cylinders, for instance,
to accentuate their otherworldliness, or suspended, or
in motion, lit, to enable 360-degree appreciation. On
the other hand, in not suspending, Albertini main-
tains a certain facet of mystery: the root foundation
inaccessible.

‘The exhibition also includes a composited wall-sized
collage of space frame images in liquid deep electric
crimson. One immediately has the sense of the replicant
possibilities—chromatic and material—of this work,

Henry Moore—and more, as the human mind grappl
with the fluid organic, the human eye follows the
motive curve, the rare birdcage, the stimulant abstrac-
tion. Comparisons to Orozco's organic mesh recently
at MoMA, and of course industrial and architectural
matrices likewise come to mind. One could go on: this
work is richly allusive, an infinite, Borgesian visual
encyclopedia.

It's also worth making another comparison, with
Urs Fischer's organic aluminum castings recently on
view at the New Museum. Unlike these, which convey
an impression of risible, Duchampian slag or winking
wreckage, Albertini’s “miniatures” seem manicured,
meticulous, intentional. Although the abstract forms
may appear similar (in fact, Fischer’s behemoths were
fabricated from maquettes), there is a world of difference
in intension. There may be no point here, however, in
comparing boulders to songbirds, or klaxons to agates.

Albertini’s p ion of these singular objects on
oversized tables is also notable: they are close enough
to examine, yet slightly aloof. Variations suggest

from transp to laval.

Perhaps in the end, Albertini’s counterintuitivity
is the genius of these things: They look like they were
formed by hand in a remedial, therapeutic setting, when
in fact they were not only created—using 3-D modeling
software—but also fabricated—in ABS plastic, using the
“fused deposition modeling” process—electronically.
“Fused deposition modeling” is a fancy way of saying
they grow upward in layer upon deposited layer. The
paradox of ultraorganic art untouched by human hands
adds to their intrigue. Unpainted, they have a hat
slippery, altogether haptic, blobby, moist clay-modeled
presence, contained within a geometrically and dia-
metrically esthetically opposed space frame matrix.
Viewers who will see this as “machine” art will miss the
point: that this stuff isn’t limited in scale, that mystery
endures, that the mind and hand still hold the tools
(whether paintbrush, chisel or code). And that in Bill
Albertini, the art of the merger of the human and the
cloud is well underway.
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ILLUSTRATIONS: Website Screenshot

and PDF p.1

Mergers and Acquisitions at the Contemporary

Scoft Ingrman joenter), Lucinda Bunnen (nriddke-lcft), and Bill Albcrting farwall)

Mergers and Acquisifions highlights a refreshing change in curatorial style at the Atlanta
Contemporary. The space has been altered and well considered; artworks are gathered in
elegantly overlapping groups. Celebrity artists of the 20th century, represented by pieces on
loan from local collectors, are mixed in with local and mostly Mew York artists.

Curator Stuart Horodner admits to the titie's “winky" corporate speak, but beneath it, the show
offers greater meanings without being didactic or stale.

https://burnaway.org/review/mergers-and-acquisitions-at-the-contemporary/
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Bill Albcrtini, Soft Momndi

My personal favorite is Bill Albertini's anti-material still life. Soft Morandi reads like a large,
unfocused, two-dimensional hologram. At a scale of about 10 feet high by 8 feet wide, it seems
to pop off the white wall as well as create a sense that you could walk into it. Matte black and
white digital prints compose an exterior that, as you peer inside, layer over glossy prints in
muted yellow, gray, and purple. It's just luscious in person. Soft Morandi speaks to the illusion
of physical reality in what almost seems like a nerdy joke about still lifes. And Albertini
achieves all this based on Giorgio Morandi's 1953 still life—a humble, traditional pencil
drawing.

Albcrting, Sntithasn lsland [Project $028)

I'm pleased to discover Albertini, who usually works in animation, projection, and filmic images
and sculpture of & seemingly science fiction flavor. Albertini's favorite art references also
include Andrel Tarkovsky {Sofaris) and Robert Smithson...
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METROPOLISMAG.COM
Bill Albertini: Structures & Fagades
April, 2008

Through May 3, 2008
Bill Albertini: Structures & Facades
Albertini's work foruses not only on the practical methodology used to

assemble American domestic architecture, but also on the structure and
facade, essential components of the free-standing billboard and the “flats” of
the traditional stage set. His work examines how the properties of the house
often seem to share the same purpose of the billboard and stage flat—the
idea of projecting what it is the owner/occupant wants it to present. Martos
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Bill Albertini at Holiday

ART IN AMERICA May 2007
ILLUSTRATION view of installation
“Liminal Cube 2006” at Holiday
p.202-203

of their appealing luminosity,

the paintings retain a sense of
weightlessness. It's a bit like
knowing that the universe is
expanding—you can't feel it, but
it's reassuring in a way, as if it
affirmed that the realm of possibil-
ity still exists. For all their appar-
ent offhandedness, the “Yellow
Movies™ have become serene
monuments to the minor shifts of
time. —David Coggins

Bill Albertini
at Holiday
Two years ago, Bill Albertini
presented Memory Index, which
consists of 600 computer-gener-
ated images printed on water-
color paper. These he referred
to as “film stills” because they
were based on his attempt to
reconstruct from memory Andrei
Tarkovsky's visionary 1972 sci-
fi film Sofaris. In this exhibition,
at the Brooklyn gallery Holiday,
founded by the artist Patty Mar-
tori, Albertini again focused on
the filmic experience, this time
as a form of kinetic sculpture.
Liminal Cube is a three-minute
digital animation presented as a
16mm film loop, whose begin-
ning and end are marked by a
brief interlude of either clear or
opaque leader. Though the size
of the projected image is variable,
Albertini here chose to keep it
a modest 40 by 30 inches. The
image consists of a bright white
biomaorphic form slowly moving
about the center of a rectan-
gular blue field. This sluglike
shape fluidly morphs as it blindly
explores the undefined boundar-
ies of its environment, flattening
against the invisible limits that
circumscribe it. As it completes
its circuit, the shape reveals
that it is actually embedded in a
cube of translucent white light.

" ca. early 1970s, mixed mediums on

e

Bill Albertini: Liminal Cube, 2006, 16mm film projection, 3 minutes; at Holiday.

Given the title of the film, the
geometric space and its shape-
changing occupant, Liminal Cube

licity (of necessity, that imagery
is more explicit in our salacious
times, when it takes more than

can be read as a work about the  a flash of Madame X's shoulder
degree of awareness below which to excite controversy). But as
something cannot be consciously  with Sargent, large assemblies of
p ed or felt. Ir ingly,  Currin's work create a sense of
the cube, with its glowing white disappointment—alongside the

form, formally mirrors the cubically
shaped projector. In turn, the pro-
jector sits at the center of an open
structure through which the film
loops. Perhaps it is the projector
rather than the image projected
that constitutes the liminal cube.
Albertini also included a group
of hand-colored prints of the com-
puter-generated wire-frame draw-
ings used to create the Liminal
Cube animation. A similar wire-
frame image was the subject of a
158-by-135-inch silverpoint wall
drawing. Light played an impor-
tant role in this work, in that
silverpoint tamishes with expo-
sure to light. Over the course of
the exhibition, this large drawing
went from being nearly invisible
to distinctly apparent and there-
fore consciously experienced.
By transposing digitally produced
images into films, drawings and
watercolors, Albertini empha-
sizes the palpable interaction
between an image and its mode
of delivery, thus countering the
notion that digital techniques will
soon replace all traditional medi-
ums. —Saul Ostrow

John Currin

at Gagosian Gallery

Is John Currin our John Singer
Sargent? Like that earlier master,
Currin displays a remarkable virtu-
osity in technique and an unflag-
ging ability to produce imagery
that generates comment and pub-

flashy set pieces are more mod-
est offerings that suggest what
might have been if the artist were
less self-conscious about pleas-
ing and provoking his audience.
In Sargent's case, small land-
scapes and interiors suggested
the ghost of ancther career. Here
itis Currin’s more straightforward
portraits that have a sweetness
and humanity missing from
much of the rest of the work.

For instance Francig (all work
2005 or '06), a portrait of his son,
presents a fresh-faced blond boy
open to the world. A neighboring
portrait poignantly presents the
same child imagined as an old
man, with a flying lock of gray
hair and a face transformed into
a landscape of hills and valleys. It
is a vision of a child as the parent
will presumably never experi-
ence him. Similarly discreet, The
Pillow is a luminous painting of
a woman in a state of dreamy
reverie, her eyes raised slightly
from the book in front of her.

Such works contrast sharply
with the real meat of the show,
works that play with pornography,
or mix provocative images with
representations of Heritage-pat-
tern dinnerware, candelabras and
other symbols of the good life.

In these works, Currin reverts to

his trademark caricature, staging
unlikely scenarios of improbable

bodies described with beautifully
finished brushwork. Lushly paint-
ed twosomas and threesomes
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Bill Albertini

(UL TN September 16-October 22, 2006

eplember in the ar workd has looked so far like

what it is every year: an exercise in Dionysian ex-

cess. Bt thankfully, mibes away irom the clamor
i Chelsea, HOLIDAY, has Wi}lel' wilh iy mosdest
business-as-usaal from a converted garage on the ot
skirts of Williamsburg.

HOLIDAY s unassuming onc-room gallery opens di-
rectly from the sidewalk of the tree-limed street. 1t has no
smug gatckeepers sitting behind desks and no teams of
preparstors; just some supporting literature on a ledge,
four sturdy walls, amd. currently, the assorted elements
of & multi-media exhibition by Bill Albertini that fits
the ST 0 Fq_11’r.-¢1lr.m'd thimk #i was installed there
permanenily.

Inthe center of the gallery, a 1bmm flm prajector clatters
as it casts an ambiguoas, milky-blue ball of light omto the

back wall, Over the duration of “Liminal Space,” a three-

minute loop, the ghostly image gradually resolves into
a churning, three-dimensional iorm enchosed within

a transparen cube. The shape imitially suggests some-

thing magnificent and cosmic, but soon feels more like
a writhing, plasmatic microorganism desperately trying

1o free itself from the cube. It does this with a captivat-

ing rhythim, and, in concert with the dronimg hum of the

projectos, the experience is alogether hypnotic. All you
meed is some trance music and a body-length sofa.

32 ARTSEEN

SHANE MCADAMS REVIEW

Bill Albertini: Sept 16-October 22, 2006
THE BROOKLYN RAIL Fall 2006
ILLUSTRATION View of installation

at Holiday, p.32

Albertini's artistic intentions, however, are es-
thetic, mot anesthetic, as ascertained by how
!hltlﬂpﬁ' animation relates to the other pieces
in the show. On the wall fanking the projector
are three 20 x 186 inch archival inkjet and wa-
tercolor prints. Each piece in “Frame Serics o 1"
depicts the wire-frame exoskeleton of the now
familiar organism. The three depicted images
represend frames 600, 700 and Boo of the Blm.
The creatiare mow scems unequivocally onganic,
bt perhaps with silicone DMA.

An cight-foot-high silverpoint wall drawing on the op-
posite wall represents an enlarged. handmade version
of the computer prints. As an independent wall draw-
ing. the silverpoint registers as a delicate architectural
rendering, but in relstion to the film i gains biological
associations and the somewhat imposing presence of a
fosailived mastodon (without the following sentence |
think ‘mastodon’ should be generalized to something
like “dimosaur’ for lear of sounding too cute.) The same
drawing. when paired with the inkjet prints, also reads
asa D Nuupptmt for & characier ina Pixar film,

Three types of mark-making—drawing, photography,
and the compuater-generatod image —are reprosented in
this exhibition. but the lack of an obvious sequence of
proxchaction among the thiee frustrates our assessment

Views of installation at HOUDAY. Courtery of artst and galiery

= BROOKLYN RAIL

D Phsaln o1 IR Fumell % CEGTY

#@m#‘ T ST

i ’ + Lea
e f'h;‘fvﬁ: %

of the original and its derivatives. The metaphyiical and
"I-I.'r\'hﬂh"l(.ﬂ pature of the form is thus thrown indo a
perpetual state of fhax; its enigmatic soul forced imto a
loaping. cubsc purgatory.

Albertinmi’s anistic towch s spare, focased. and a liatke
cagey. He holds his cards close 1o his chest, requiring a
space without clutter or distractions 1o let his ideas un-
fobd. As 1 left the gallery 1 coubda’t help bat contemplate,
as the mesmerizing film captivated the gaze of a lone
spectator, the machvrom of socko-antistic activity surg-
ing at that moment in Chelsea. The churning life form
carcening ceaschesaly inside its permarent enclosure
was a reminder, by contrast, of how liberating it feels 1o
e the right an inside the right space.

—Shane McAdami
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DAVID LANG REVIEW

Artists on Artists: David Lang
on Bill Albertini

BOMB MAGAZINE Fall 2005
ILLUSTRATIONS 16 images from
“Memory Index”

ARTISTSONARTISTS

DAVIDLANGONBILLALBERTINI

Early this summer | went to the opening of Bill Albertini’s piece
Memory Index, 1999-2004 at the Alona Kagan Gallery in Chelsea,
It was a great opening, packed with interesting people drinking. |
laughed when | went in, because it reminded me of how | became
friends with Bill, some 20 years ago. We were in graduate school
together, he in the art school and | in the music school. Classical
music parties being what they are, my social life depended on
crashing the parties at the art school. That's where Bill and | met.

I didn't immediately read the handout at the gallery that
explained what Memory Index was doing, but certain powerful
things jumped out at me at once. The piece is made of 600 com-
puter-generated photographic images, all the same size, all pre-
sented in identical thin black frames, arranged methodically in a
grid. The grid takes up all available space in the gallery, in a way
that is oddly monumental. Monumental because it is clear that
you are in the presence of a giant and comprehensive statement,
but odd because the images themselves are tiny and enigmatic.
The images are strange parts of things, little objects, indistin-
guished places, a few close-ups of body parts, and they are all
stamped in their centers with an indecipherable but very official-
locking computer time code. There is no middle ground in this
piece—there is the big picture of the grid and all the little pic-
tures that fill it, but there is no way to link them without making
something up. The effect is curious, as if a huge amount of effort

il

has been spent to impose an order on a chaotic event, like an
official reconstruction of an accident. At the same time there is
something impressive and hopeless about the order/disorder dis-
connect in this piece, and it gives Memory Index an air of moody
desperation.

Later | found out that all the images are reconstructed from
scenes, sets and locations that Bill remembered—or misremem-
bered—seeing in the movie Solaris, by the legendary Russian
director Andrei Tarkovsky. Tarkovsky's style has certain quirks.
There is a slow-motion inexorability about his films—they are so
slow, so detailed, so hypnotic, so careful to avoid a linear narra-
tive, that you can be unaware from one moment to the next of
how the bigger picture accumulates.

Solaris, which is based on a science-fiction novel by Stanislaw
Lem, is itself about memory. Cosmic travelers are trapped on a
planet that manifests their memories, in a way that makes it
impossible—for the travelers and for the audience—to tell if an
event is a truth or a fiction, a memory or a reality. Tarkovsky is
not interested in the science fiction but in the trap, the idea that
we build our lives from scraps of where we have been, what we
have done, what we love, what we fear. Out of these scraps we
each build the reality we live in. This is the powerful and sobering
notion that Memory Index captures.
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DAVID LANG REVIEW
Artists on Artists: David Lang
on Bill Albertini

BOMB MAGAZINE Fall 2005
ILLUSTRATIONS 16 images from
“Memory Index”
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BRIDGET FREER INTERVIEW
Interview with Bill Albertini by Bridget Freer
THE ART WORLD AND THE WORLD et
WIDE WEB 2005 ART WORLD

ILLUSTRATIONS P. 46, 48, 50 AND THE
WORLD WIDE WEB

Bill Albertini

Artist, Alona Kagan Gallery, New York

Interviewed by Bridget Freer

Are you a computer artist?

I still consider myself a sculpror and avoid calling myself a
“new-media artist” or a “computer artist” as there’s too much
baggage that goes along with thar. It’s like saying you are a
chisel artist—it doesn’t make sense.

So it's not relevant?

The term “computer artist” is increasingly irrelevant because
the computer is so pervasive. Everyone uses one, a lot of
painters do. The more powerful computers become the more
transparent they are. For instance, I use a lot of 3D programs
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and when [ started out 10 years ago they gave a very specific
“computer look’—objects were always very shiny and pristine.
As they've become more sophisticated, they've blended into the
photographic or natural world. It’s often difficult to tell how
something is created these days. I work with new media and use
computers to produce a lot of my work, but the end product is
images that don’t necessarily appear to be computer-generated.
The computer is a tool I use but isnt the important thing about
what I'm doing.

How did you start using the computer as a tool?

It was a project-specific thing. I was working on a series of
pieces thar involved replicating a similar image over and over
again. 1 bought a used Xerox machine and started doing all
kinds of stuff altering photographs, etcetera, and someone
mentioned computers were coming down in price and that
there was this amazing program called Photoshop. It was still
prohibitively expensive, but within a year prices had come
down and I took the leap and bought a computer. That was
1993 and I haven't looked back since, but if youd told me in
1987 or 1988 that [ was going to be working with computers
I'd have laughed. They were not on my radar at all, and now
Memary Index, Instaliation View, Alona Kagan Gallery, New Yok, 2004, 600 5x 7 inch they are central to my way of working. Everything I do is
phetographs, Dimensions variable. Photo courtesy Bill Atbertini, filtered l:htough a computer.

What project are you currently working on?

Ive just started working on a project based on [Andrei]
Tarkovsky's film “The Stalker,” which is the only science fiction
film he made other than “Solaris,” which was the basis of the
last project I worked on.
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Do you do your banking online?

I check on my account and if I'm running late or traveling I
might pay some bills online. 1 still have a litde thing in the back
of my mind about how safe it is. I'm old-fashioned that way. I'm
sure it is as safe as purting a check in the mail, but it takes a
while to change habits.

Do you communicate with your gallery via email mostly?
No, usually by phone, but I email them if I'm sending them
images.

What percentage of your communication, whether it be business or
social, is conducted by email?

I communicate by email because that’s what everyone else does.
But if you are a slow typist, and I am an incredibly slow typist,
it slows everything down. I've tried voice-recognition programs,
but they're not really up to it yet. I have friends in Ireland
and we use iSight to chat. It was a bit disconcerting the first
time, but we're used to it now and can carry on a normal
conversation.

How very modern of you...

Image from Mermary Index, 2004, 600 5 x 7 inch photographs, Dimensions variatle. Courtesy I know! I think it’s going to become much more common. I'm
Aok Bagan Setes an carly adopter of all those advancements. I was really into
stereo equipment as a teenager and now, as well as using it for
my work, the research I do into technology is a hobby.

Do you find it hard to avoid understatement when talking about

the World Wide Web because it seems the reality has outrun the
fiction?
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I am not sure about the reality outrunning the fiction, it has
just taken a different course. The web isn't what people imag-
ined it would be. I'm not sure I had a specific concept of how
it was going to work out, but I know it was different to how it
has worked out. In the late 90s, we were told the United States
was shifting from being an industrial economy to being an
information economy and I remember thinking, “How do
people live on information?” I just couldn’t imagine it.

And then came Google...

Exactly, and now of course the United States is post-manufac-
turing, which is such a weird idea. It still doesn't make complete
sense to me. I guess the faster and deeper this whole thing
becomes you can package information in different ways, and
that's whar this is about: You provide services thar didn't exist
before and suddenly they become indispensable.

Like what?

Reading the newspaper online. I also do a lot of research and
every time you search for something you get more information.
If you put the same question in every six months the amount of
information returned increases dramatically. 1 goof off every
now and again and sec what my name comes up with. Five years
ago, it would have been one reference and now there are a lot
more, maybe not as many as Id like, but...

Ever had any surprises when looking yourself up on the web?

I've never found our anything completely off the wall about
myself, bur as a result of a show 1 did last spring, “Memory
Index,” a Tarkovsky site on the West Coast linked me. I was
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interested that other people were making the connections.

William Gibson said, “The advent, evolution and growth of the
Internet is one of the most fascinating and unprecedented human
achievements of the century akin to the birth of cities...a new kind
of civilization.” Do you find that exciting?

I'm a William Gibson fanatic—I'm in the middle of “Pattern
Recognition” at the moment—but I think that is a little hyper-
bolic. He's on the right track though. I think it’s still too new to
say how important it’s going to be because if you look at it over
the past five years, it's changed drastically and is still very fluid.
So I am not sure where it’s going. It is no longer the Wild, Wild
West where anything went. Now the country’s and internation-
al law are starting to monitor it and clamp down on what can
be done, so I guess it’s akin to the government structuring how
railroads were built in the 19th century or telephone systems in
the early 20th century.

Your work is currently dealing with Tarkovsky's films. Why?
Tarkovsky was really influenced by artists and painters. I find it
interesting that he could appropriate that and I am reappropri-
ating it in a different way. I use his stuff as almost a hanger for
whar is going on with my own thing, such as memory and how
you change things in your mind over a period of time.

And do you think Tarkovsky would approve of your appropriation?

I don’t know, he is long dead, but intellectually I don't think
he'd have minded because he was working on appropriating the
look of particular artists and would have understood artists
doing it back to him.
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What would Tarkovsky make of the Internet?

My guess is that he was very anti-technology. As a director
of film he had to use camera equipment but he relied on a
cinematographer for that so he probably didn’t get o0 involved
with technology. I've just come back from France where |
bought a book of his Polaroid photographs and I was amazed
that he even had a Polaroid camera.

Has the advent of the World Wide Web changed you personally?

In a way, yes. The best example I can give is that in the early 90s
I'd stopped listening to music almost entirely. It was partly thar
there was nothing being made that interested me, bur a lot of it
was that in the early days you could go to record stores and ask
to listen to a track on an album—I always liked that—burt with
CD:s it became difficult. I mean, Tower Records had these
machines but you could only listen to the Top Ten, so I almost
completely stopped buying new albums. Then when iTunes
came out you could listen to little bits so I started goofing off
doing that and began buying stuff again.

Do you like to look at your own work online?
Not really, because that’s what I do all day when I am working
on it. When it’s finished, I prefer to sec the physical thing.

And what about looking at other artists’ work?

IfT've seen some artist in an art magazine and I don’t know their
work, then I will Google them to see what else they've done and
look at it online. It’s a good way of finding out stuff; I use it
instead of a dictionary half the time.
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Bill Albertini was born in Dublin, Ireland, and currently lives and
works in New York, New York. He received his M.EA. from Yale
School of Art, and has exhibited in New York, as well as interna-
tionally. Recently he has had exhibitions at Alona Kagan Gallery,
New York; Temple Bar Galleries and Studios, Dublin, Ireland; and
Center for Visual Arts and Culture, University of Connecticut. He
was included in “Imaging the Abstract” at Feigen Contemporary,
New York (2003) and “Painting Function: Making It Real,” at
SPACES, Cleveland, Ohio (2000).

View more at www.alonakagangallery.com
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SAUL OSTROW ARTICLE

Encoding and Deciphering the Imagined
Beyond Form: Architecture and Art

in the Space of Media

LUSITANIA PRESS 2004

ILLUSTRATIONS 63 images from
“Memory Index” and DVD video

BILL ALBERTINI

Encoding and Deciphering the Imagined

Text by Saul Dstrow

BEYOND FORM

ALBERTING
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Encoding and Deciphering the Imagined
Beyond Form: Architecture and Art

in the Space of Media

LUSITANIA PRESS 2004

ILLUSTRATIONS 63 images from
“Memory Index” and DVD video

Bill Albertini’s installations of digital animations and videos, photographic images,
and objects address the psychological and theoretical nature not only of what is pre-
sentable, but also of its meaning as a form of representation. He explores how the
imagined can convincingly displace the extant, and in turn become accepted as the
real. By synthesizing references to unreal events and potential experiences into
actual occurrences, he reminds us that representation always already precedes the
actual. There is nothing new in this, for intellectually we have long known that lan-
guage orders our perception, and consequently our sense of the real. Yet this condi-
tion has been intensified by the affect of the digital technologies of communication
and reproduction, which now make the transition from the imminent world of repre-

sentation to that of virtual experience nearly seamless.

For “Dissecting Solaris,” Albertini has taken his imagery from the 1972, Soviet sci-fi
film Solaris by Andrei Tarkovsky, based on a novel by Stanslaw Lemm. This film
depicts the memories and fantasies of the occupants of a space station in orbit
around the planet Solaris. The crew is being affected psychologically by the tidal
fluxes of the planet below. The station and its occupants have entered into a state of
decrepitude. This film is meant as a metaphor for the paranoia and declining quality
of life in the Soviet State. Using digital animation, image capturing, color printers and
video, Albertini has produced his own filmic, photographic and painting-like repre-
sentations of this film, turning this critique of Soviet life into one that now functions

as an analysis of the virtualization of the real by means of its representations. In “Dis-

secting Solaris,” Albertini places side-by-side the differing procedures and condi-
tions with which the chimerical is encoded and transformed into a reference to
palpable reality. The result is a meditation on how technologies of digital imaging and
reproduction access the networks through which experience leads to its representa-

tion, and in turn becomes the source of new ideas and imagined situations.

02:0153
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ScoTT WEILAND REVIEW

NY ARTS July — August 2004
ILLUSTRATION “Memory Index” installation
view Alona Kagan Gallery

‘realurn

The work...was developed not only from the memory of the film
but from the memory of the project up to that point.

The original memory of the film had been replaced

by the project in which it was contained.

The memory of the room was now a memory in the room,
ready to be recalled and placed into the world.

remember seeing an ad in one of my magazines

(was it the New Yorker or Gourmef? | don't recall).
It was a picture of Richard Avedon and a quote in
which he said something ke, ‘A photograph is never
frue...it’s always an interpretation...it’s not an objec-
tive document’ ...efc. | know I'm embelishing a bit,
but that was the gist of it..as | recall. | don't even
remember what the ad was for. A camera company?
Awatch company? Rolex? Who knows? | went back
and leafed through several magazines, laying
around, trying to find it so that | could quote it direct
ly. but unable to find it, | looked back through all of the
pages | had recently read and seen. | reacquainted
myself the images in these magazines. They now had
twice as much prominence in the cluttered room of
my mind.

Time separates episodic memory from the pro-
cedural and structural. Time is of the essence and in
this exercise, recall is organic. It bears the complexi-
ty of a world laden with lemporal layers.

This s the fertile ground where Bill Albertini has
located his recent work. called “Memovy Index 1999-
2004" This show consists of some six hundred
images that Bal has been working on “episodically”
since 1999, The images are derived from his memo-
ry of locations and sels from the 1972 Andrei
Tarkovsky film, Sofans.

What Albertini ultimately finds salient in
Tarkovsky's films is what he refers to as the absence
of forced fim time." The narative action has an
unforced pace, a logic that is very mundane and very

Episode ARTS

Episode

Scott Weiland

often uneventful. If you have ever seen a Tarkovsky
film you know what Albertini refers to.
Films often try to maintain a level of action or

When he retumed to the work, he abandoned
{he notion thal the time code should exist as an art-
fact, marking the place in the fim where his original

intrigue just beyond our expectations. Tarkovsky
seems to make a point of confronting that implicit
demand on the medium by letting our expectations
out-pace the narative events in his films. This is what
Albertini may mean by “forced film time.”

The plot of Solaris deals with characters con-
fronting manifestations of their memories. Most of us
never have to confront our memornies outside of our
own head. Episodic memones are often recalled over
and over again without leaving our mental sphere.
But what if those memonies manifested themselves
and we had to confront them in the physically present
here and now? Solanis and Albertini's project ask this
same question,

After seeing Solanis in the 1970's, Albertini col-
lected, cultivated and developed images based on his
memory of the film. He gathered what he calls the
“core group,” some 126 images, before seeing the
film again. Once he had finally viewed the fim again,
he collected frames from the original that matched his
“core group” of recollected images and edited the film
stits he had matched to his own creations. To this
matched set of images, he assigned a frame code,
each matched set getting the same code. The code
corresponded to the place in the film from which the
miatched image was taken. This group of images was
shown together in 2002, after which Albertini took a
break from the project

B~ 15 memumen gunsT
B8 July = August 2004

p i to the fim. He also stopped
looking at the finished "segment” of "Memory Index.”
The work at Alona Kagan Gallery was developed
from not enly the memory of the film but from the
memory of the project up to that point. The onginal
memory of the film had been replaced by the project
in which it was contained. The memory of the room
Was now a memoary in the room, ready (o be recalled
and placed info the world. And this can be seen
throughout the show's six hundred images.

While Solaris was recently remade by another
director, Albertini’s work is in fact undergoing a simi-
lar shift. The remake is a repeat performance, grant-
ed, but a new interpretation, just as episodic memory
recalled is always an instance unique from the origi-
nal event. Episodic memory is intrinsically tied to our
bodees, our minds, time and perception of change,
maotion and complexity. It's a system of processing,
rather than recording or scrutinizing. it isn't some-
thing you can shelve for later, compartmentalize or
place in a mnemonic system of rooms. Doors are the
only metaphor from our common notion of architec-
ture that seem to fit. Episodic memory is in essence
a meme, a mirror of the world. Albertinis work is as
much a performance as any set of prints can be. But,
if anyone were fo infer that these prints were an
objective documentation of something, well of
course, that would be untrue. 3

Bill Albertinl. Memory lndex. 1994-2004, Courtesy of Alona Kagan Gakery
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VINCE ALETTI REVIEW rFEicEN
Imaging The Abstract
THE VILLAGE VOICE VOICE
May 21— May 27, 2003 e ™
ILLUSTRATION Installation view,
Feigen Contemporary

Phom

VILLAGE VOICE MAY 21-MAY 27, 2003

Photo

Reviews by Vince Aletti

* ‘IMAGING THE ABSTRACT'
Painter Shirley Kanada (whose
computer-aided watercolors
fill the front space) co-curated
this extremely savvy eight-
artist survey of contemporary
photo work, much of it in
high-impact color. Virtually
everyone looks smashing
here, but among the
standouts are Jack Pierson’s
rough patchwork; James
Welling’s sunny strokes;
Curtis Mitchell's molten
firestorm, spilling right onto
the floor; and Jeremy Blake's
multipanel array of glinting
extravagance. Feigen
Contemporary, 535 W 20th,
212-929-0500, through 5/24.
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AIDEN DUNNE REVIEW

A Voyage To Inner Space

THE IRISH TIMES March 20, 2002
ILLUSTRATION “20 0: 41.39 32”

from “Memory Index”

A voyage to
Inner space

Visual Arts

Aidan Dunne

Reviewed: 5
Dissecting Solaris, Bill Albertini, Temple
Bar Gallery until April 13th (01-6710073);
Origin, Cléa van der Grijn, Cross Gallery
until March 29th (01- 4738978);

Love Bites, Bongi MacDermott, Kevin
Kavanagh Gallery until March 29th
(01-8740064);

Works on Paper, Ashford Gallery until
March 28th (01-6617286)

HE late Andrey Tarkovsky is one of a
small number of film-makers who
have had a major, disproportionate
impact on fine artists, Among“tl:m
artists we can surely number Bill Albertini
who has built his entire exhibition at Temple
Bar Gallery on his response to Tarkovsky's ex-
traordinary sci-fi epic, Solaris. The Russian
writer-director’s psychologically intense, visu-
ally striking films have won him a devoted fol-
lowing, but Steven Spielberg he ain’t. As film
director Scott Hicks said of his later films re-
cently, they “do have enormous power to mes-
merise, but they also require a kind of
patience on the part of audlenoe. a will-
ingness to be taken on that
Some ledonolwamtogo In his ill-
tem response to Solaris, for example, it
seemed as if the highlympoctedﬁlm writer,
David Thompson, was personally affronted

by it, and could not for the life of him see the
point of it at all.

At the heart of Solaris is the powerful
image ofa intelligence which materi-
alises the memories and imaginings of the
astronauts in orbit above it. The main protago-
nist, sent to decide whether the orbitin
station should be closed down, finds himself
rewsmng the guilt, pain and regret surround-
d his mfefs Il.llﬂb : and faces th&:mmm.l

ilemma of possibly reversing tragedy
mmptpmmbmesamptom

Dramuually. Solaris is either hypnotically
or boringly slow, depending on your point of
view. The first 20 carthbound minutes or so
are visually brilliant, and both the run-down
space station and the planet surface, seethi
and amorphous, are superbly visuali
Albertini's Dissecting Solaris is clearly a hom-
m;{tommmmun?mtumn.

e groups of still images,
and a number of digital animated videos
directly related to the source. One set of five
still images is called the Storyboard series,
although the M?:ary Index, a huge grid of
images, is more like a storyboard. Except that
none of the works is actually a storyboard in
the practical, workable sense of the term.
Albertini’s work is more about the way the

film persists in memory and, more generally,

about how we remember lhms's in quirkily
O While he has quoted direct

While he has q d:ractly from the film,
in terms of both images and words, for the
most part he seems to have imaginatively re-
constructed images from memory. In addition,
what he has reconstructed is not so much a
storyboard, not a narrative synopsis with like-
msofﬂw%:ammbmﬂnmhnuam-
tive space with its own particular flavour, one
that we can, perhaps, inhabit ourselves.
Putting us in the picture, one of the animations
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from “Memory Index”

takes the form of a tracking shot along the
deserted circular corridor of the space station,

littered with technological debris and bizarre-
looking instruments. In all of this Albertini is
referring to one of the main themes of the
film, and the work in his show is, like Solaris,
an engrossing meditation on memory and real-
ity. One that, incidentally, refers us back to the
original, which was recently released on
DVD. There will be a screening of Solaris at
the IFC next Saturday, March 23rd, at 11 a.m.

Cléa van der Grijn's paintings in Origin at

the Cross Gallery ignite terrifically dark
blues and mhmooglum with brilliant ﬂl.?h:.g
of gold to produce a body of lively, persuasive
work. It is, explains a brief accompanying
statement, informed by travels in Sri Lanka
and Cuba. While the paintings are not in any
obvious way representational, you certainly
do get a sense of dark shadow and strong

sm\sﬁm.

ile the work heads in a decorative direc-
tion, it is never purely decorative. A certain
toughness of pictorial intelligence comes

A still image from Memory Index
Albertini, part of his Dissecting Smh
show at the Temple Bar Gallcry

through, particularly in the stringently spare
visual vocabulary. There is a strong horizontal
emphasis in most of the compositions.
Although van der Grijn has proved that she is
well able to work on a large scale, the larger
works here are the most uncertain, the
medium-sized ones the most assured.

ONGI MacDermott, whose show,

Love Bites, is at the Kevin Kavanagh

Gallery, is as ever a painter with a

tremendous sense of attack. Her
work is vividly, vigorously all there. The raw-
ness of her boldly painted bodily fragments,
culled from ic dlummom in maga-
zines, counterparts the rawness of emotional
life that lurks behind the romantic ideal.
Although she may be alluding to a narcissistic
cult of the body in the way she sometimes
frames body details as though they were
jewels or trophies, that doesn’t seem to be her
primary intention.

There is a feeling, in her work, that people
do consume each other, that there is real
ferocity in relationships. The violence of her
imagery relates to the ruthlessness of the emo-
tions, the way feeling cuts through reason and

ety.

Eer incisive view of the ted body
also recalls the unintegrated infant: a scatter-
ing of limbs and bits, sensations and desires. It
is, in all, striking, lively work, provocative
and engaging.

There is a distinctly Eastern feel to many of
the pieces in Works on Paper, featuring
artists, at the Ashford Gall ery The pncncnl
and philosophical influences are there in the
form of a strong emphuls on
out, in Jane Proctor's use of black ink and
gold leaf and in Gerard Cox's fine ink draw-
ings. These circular drawings build their uni-
fied motifs from a plethora of individual,
rhythmic marks, in a way reminiscent of mini-
mal music compositions. Their overall calm-
ness emerges from the flux of detail. The best
of Proctor's diverse pieces are her two Black
Drawings, which take a simple idea and
develop it beautifully. Joanna Kidney also
strikes out in several different directions, most
successfully in a series of relatively conven-
tional landscape studies which have great
spontaneity and a nice touch.
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Culture Colour Supplement
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SUNDAY TIMES 24 March 2002

Wide Angle On Reality
THE SUNDAY TIMES London

March 24, 2002

“Memory Index”

Culture

Art: Wide angles on reality

Photographs can be transformed into a journey through the
imagination - by the right hands, writes Medb Ruane

Bill Albertini’s Dissecting Solaris at Temple Bar Gallery is
a fine technological adventure, beautifully conceived and
executed. It's a measure of the so-what overload that the
most eyecatching feature connected with it is the DVD
players in the middle of the gallery.

Dissecting Solaris chops up and reconfigures Andrei
Tarkovsky’s 1972 movie Solaris. This immediately brings us
into the territory of those who know the movie and those who
don’t. Before you fumble with the latest edition of Halliwell's
movie guide, give yourself permission to be less than
completely familiar with its filmography, because Tarkovsky
was working within a very difficult Soviet film culture, and
Solaris might have remained confined to underground cults
if it hadn’t miraculously won a prize at Cannes.

We're told Solaris is a kind of 2001 — A Space Odyssey,
where science fiction throws up big moral questions.
Tarkovsky is a Dostoyevsky of film, and Albertini’s challenge
is to simultaneously honour the auteur while deconstructing
his original technology. He does this obsessively and
thoroughly, keeping Tarkovsky’s themes of memory and
imagination uppermost. In the movie, a team of cosmonauts
orbits an ocean-covered planet, the energy of which can
make their dreams come true. Wherefore reality?

Computer-generated photographs lift images directly from
the movie stills or lift Albertini’s own memories of the movie
to the level of movie stills. His Memory Index series stacks
some hundreds of perfect little images almost edge to edge
on two walls in what is part file box, part set of still lifes.

Larger inkjetimages and acrylic paintings play deeper games
with the imagery, near a set of so-called C-print storyboards
on aluminium and plexiglass, while the DVD players unfold
computer-generated pictures of the Solaris Lab, Room and
Corridor. Various printing timings lend an assurance that
what we see is the genuine article.

Such intense attention to detail has a pay-off in that the
show is a kind of a journey through Albertini’s technology
and Tarkovsky's heroic imagination. It's as if Neverland
has been brought to a gallery near you, with your role as
viewer to take on the guise of Peter Pan and wonder at the
virtual possibilities before you. There are enough de- and re-
constructivist twists to fuel a blizzard of postgraduate theses.
Fortunately, however, it isn’t overwhelmed by its academic
genealogy.

Dissecting Solaris, Bill Albertini, Temple Bar gallery and
studios until 13 April
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Bill Albertini, “Dissecting
Solaris”
Kagan Martos, through Apr 7
(see Soho).

few vears ago, Bill Albertini aban-
A doned making actual objects in real

space for “virtual” objects or envi-
ronments created by computer. For his
latest show, he has infused hisinterest in
virtual reality with themes of memory
and representation. The new works are
based on Andrei Tarkovsky's classic
film Solaris (made in 1971, it's some-
thing like the Soviet counterpart to
2001: A Space Odyssey), in which cos-
monauts orbiting an ocean-covered
planet begin to experience their
dreamsasreality. Justas Tarkovsky re-
turns to the same objects and images
throughout his low-budget movie to
create a dreamy atmosphere, so too
does Albertini isolate and riff on ele-
ments of the movie's decor to create a
body of work—photographs, paintings,
DVDs—that is completely hypnotic.

ROBERT MAHONEY REVIEW
Dissecting Solaris

TIMEOUT March 29-April 5, 2001
ILLUSTRATION “19 0; 31.10 04", 2001

Bill Albertini, 19 0;
31.10 04, 2001.

sists of a grid of
small, computer-gene-
rated images, some
of which are taken
directly from the film;
others are created
purely from his mem-
ory of it. (It is this
aspect of Albertini’s
approach that most
closely resembles the
work of Vik Muniz.)
Albertini will continually add images to
the piece—currently there are 126 of
them—and certainly his numerous ren-
derings of space-age interiors and ob-
jects demonstrate the powerful pull of
cinema on our imagination. Yet these
same images also suggest how a movie,
likeany work of art,canserveasajump-
ing-off point for one’s own personal fan-
tasies or imagined realities.

Albertini’s DVDs, for instance, fea-
ture continuous loops of digitally ren-
dered scenes that were not part of
Solaris. Two of these sequences dis-
play spacecraft interiors (the best
being a trip down an orange corridor),
while others focus on the undulating,
ominous sea of the planet below. An-
other fascinating loop pans around a
bright white, futuristic room—on the
far wall of which you get a glimpse of
Solaris itself. Unsurprisingly, the origi-
nal looks old-fashioned and dreary in
comparison to Albertini’s virtual ver-
sion.—Kobert Mahoney

Eugenio Dittborn,
Foreseen and I.lniomseen
Position of Their Bodies”
Alexander and Bonin,

Dittborn here relies on an iconography

that'sas densely coded as it is personal.
As in the past, the artist hangs

his envelopes next to the works to

Memory Index con-

Paul Laffoley, “Portaling”
Kent Gallery, through Apr 21
(see Soho).

aul Laffoley spends anywhere from
Pnne to three years making each of

his paintings, and one would need
the stamina of a kremlinologist to fully
comprehend the ambitious intellectual
trajectories most of them take. The
artist—who regards his large, intricate
canvases as research projects—pulls
from science, science fiction, astrology,
Eastern philosophy, parapsychology
and theosophy to make mandalalike,
diagrammatic works that attempt to
do nothing less than explain the uni-
verse and its relationship to human
CONSCIOUSNess.

The seven works here span the
artist’s career, beginning with Alice
Pleasance Lidell of 1968 (which refers to
both the I Ching and Lewis Carroll's 11-
year-old love object) and finishing with
this year’s The World Soul of Plotinus,
an homage toan ancient Egyptian mys-
tic who practiced astral projection (and
who asked that, upon his death, only his
head be buried). In between, there are
paintings that address, according to
texts in the compositions, THE CONNEC-
TION BETWEEN THAT WHICH HAS NO HISTORY
AND THAT WHICH HAS ONLY HISTORY and THE
DYNAMICS OF A UTOPIAN COMMUNITY. On the
whole, the show walks a fine line be-
tween refined esoteric inquiry and self-
important absurdity.

Fans of chemistry-textbook illus-
trations will find Laffoley’s work espe-
cially comely. It tends to be jam-packed

“Gérome and Goupil: Art and
Enterprise”

Dahesh Museum, through May 5
(see Museums).
ow that Paul McCarthy has shows

nn nractiealle overv etroat cornar
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ILLUSTRATIONS “09 0;52.15 09”

from set props to sculpture (yellow glass)
and “12 0;55.52 05,”

from “Memory Index,” 2000, p. 20

From before Walter Benjamin to beyond Jean Baudrillard we
have been wamed about how the illusions and simulations produced
within the media-sphere can and will colonizes our imaginations. Guy
Debord identifies that the advent of television in 1937 with the ascen-
sion of the society of the spectacle. Now, under the reign of digital
technologies the last links to what we have come to think of as authen-
tic experience are being d. While this situation has intensified,
it is obviously not new and actually has been an ongoing since Jean
Jacques Rousseau criticized Enlightenment rationalism for cutting us

-oﬂ from our natural being — our Spirit. Since then, in the name of free-

dom, individuality and empowerment, the view that the world of

S instrumental logic makes us susceptible to the manipulation of those

who control its means has been voiced.

JACKIE o« THE METROPOLITAN

The Real, the Symbolic and the Imagined:

Given the ity and the unimagined of our presant condition,
a new psychology is forming - one in which our distrust in what our senses present 1o
us has intensified. Our effort to adjust to the ph ia of images and i

that make up our media environment has given rise to a number of pressing questions.
Perhaps mast important of these is: how will we retain some sense of a palpable pres-
ence that can sustain the difference between whal is present and what is appearances?
To do so, our concept of the veritable can not be premised on merely essentializing
what we think we are loosing. Neither the same old objects or desires that define mod-
emism, nor the illusionary world created by media events will be able to supply us with
a new model of reality. Instaad this will require us to address those moments of judg-
ment and perception in which we convince ourselves, from moment to moment, what it
is we might act upon. Obviously given this is contested territory we must recognize the
paradoxical nature of this endeavor. With this in mind it might be possible that we will
be able to iously re-territorialize our own

The German thearist, Friedrich Kittier has suggested that we wil find our insights
into the actuality of our situation not in the newer cultural motifs and themes of simula-
tion, interconnectivity or complexity, but in how older concepts and forms perceptually
and conceptually adapt to their effects. Though, this situation is not the sole subject of
the artists di here, they d y, o jously capitalize on how one
condition of jon may be used to ref and make present another, As
such, their works occupy the perceptual and conceptusl space created by the slippage
of their respective representational regimes. The effect of this is it makes apparent how
the actuality of the symbolic, the real and the imagined impacts on the recaption of their
work and creates its meaning. In doing this they make our role in the creation of mean-
ing availabile to us. While this is not a solution to our dilemma we face, it definitely helps
o explicate it

Part One: David Craven: Painting's Capacity and Symbolic Order. Within the
frame of the effects that digital logi having on how we ive of the inter-

authorship and meaning. Though marked by this awareness, Craven's works avoids
appealing lo extra aesthetic and historical issues or invoking the essentialism of for-
malism to creale its specificity. Instead he has chosen to explore the distinct possibili-
ties of hybridity.

The space between differing topologies is negotiated in his new paintings by
adapting and relocating the vocabulary of abstract painting and its object. Therefor
Craven rejecting the earfier strategies of appropriation and irony as now academic solu-
tions, approaches abstract painting as a form of presentation and represantation capa-
ble of signifying complex associations and relationships, or merely as a thing, The
results are neither purely aesthetic nor discursive, but an uneasy hybrid of images,

and iality that are i inant in nature. Awerk such as Floal (2000,
BAXTE) with its multiple processes: of collage, gestural mark, poured pools of paint, pro-
poses exploits “the abstract” as both a thing in itself as well as a social and historical
construct.

In Chelsea Trim (2000,mixed media on canvas, T0X53) by freely playing with
structure, process and image by literally staggering, juxtaposing and overlaying the con-
stituent parts of traditional painting, Craven produces a narrative that is a product of
their inter-action. The result is that the heterogeneity of what constitutes the abstract is
made manifest by locating the mimetic paradigm of abstraction within the space of the
abstract. In doing this Craven avoids merely indexing them one to the other or objecti-
fying them but instead emphasizes the functionality of these differing modes and codes.
As such, his paintings become machi from a multiplicity of modes of
expression and signification by which sensory data comes to be organized inlo non-
mimetic or mémetic image. The product of these is the actualization of ideas. This idea
that abstract art functions on the level of metaphor, simsle and analogy leads not so
much 1o the resolution of the traditional conflict between the abstract and representa-

tion but its liquidation,
The dialogues between intuition, preconception, sesthetics, taste, meaning and
within the of Cravens paintings becomes informative rather

connectivity between practices and their objectives, we have come to the
that we no longer need to think in terms of thesis and antithesis. Therefore, for exam-
pla, within the field of cultural production the critical practices associated with abstract
painting reveal themselves 1o b just a particular nexus within our cultural network. The
horizontality of this view expresses the explicit historical, authorial and aesthetic atti-

than didactic. The fuid inlerchange between differing codes elucidates how the signif-
icance and meaning of these works reside in the viewer's ability to negotiate their com-
plex organization.  In @ work such as Banquette (mixed media on canvas. 2000) with
its large pink form, protrusions and biomorphic forms we find a diverse and non-pro-

tudes of post ism, which has | g come lo displace the hierarchical, high
and low structure of Modemism.

As such, David Craven's works are an apparent response o the ongoing quest
on the part of absiract painters in particular to answer the questions: How and what
might painting now signify with competence? This question is itsell a result of the fact
that in the wake of the collapse of the prescribed ives that Modemism had once

ileged our models' have quently become more diverse. With this comes a con-
sciousness thal requires us 1o acknowsedge the indeterminate and fluid nature of

18 [RAARTS | may 2000

pp that with new potentials. His superimposition of three
differing systems produces non-hierarchical, all-over motifs (as they crisscross and
intertwing,) as well as a sign system thal sometimes subverts iself and al olher times
g its own Using these confige fo their own making,
Craven creates structures that conceal or cancel their conceplual and logical base.
Order and specificity are retained at the cost of formal logic, while sameness and dis-
simdarity become the shared qualities of a single enfity. Intriguingly, Craven uses this
same complex and shifting semiolic system to engage painting's identity and lo address

Dominique Figarella, #5. of on birch ply, 5x 5x 2 inches
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issues that reside outside the fimits of self-referentially and aesthelics. A Hard Place
(84x66, 2001) presents an opposition of fluidity and geometry without hape of merger
or resolution, yet these form the horizon against which each form and process come to

ing the Present Presentable .o

logical means by which we order our reality.
This rethinking of the nature of our relationship 1o the things that exist in the world
nasmnonﬂnpmtﬂndemagmdalhu need lo come o lerms with the ineffable qual-

be distinguished, ity of reality. While ritigu gue thal this situation is devolving into
By locating the viewer between polarities, amhasﬂlerealandsvmbnﬁcw mdmmmmmmmmmomnmwmumgmm
v and ive, fhe displaced and fixed, or such as of 'S and jical role in creating our real-
and i iation and i jon, etc., mmyﬁndntravansumtm :wwﬂhammmwmmwmunmmmwmﬂdmwy s

expression of the inter-textuality that typifies our present condition. For instance, this in
fact makes abstract painting in this post-Modem era a suitable vehicle to construct
malenal analogies capable of giving representation to the complex struciure of our
evolving varying reality. Comparably we can ascribe the resistance of such painters as
(Craven to ordering their work by means of a hierarchy of infensities, to either an intu-
m«mwwswahewdmmddmemmwmmm
ing systems of sige ion. Ci y, the resulting the
mmammalamm;athemnmdabwanmng as a unifying
fieghd.

What is singularly peculiar about work such as Cravens is that at a time when
expenence s increasingly suspect and 1o varying degrees vulnerable to maniputation,
Inspamhngslmdmlargnh-mlemm Open House (1999, BAX63) with its large rec-
lilinear spiral dri i ‘biisters” (puddles of clear acrylic medi-
um}mnl.ulnlngmmkﬂwaﬂdwwuawwwmm

in the context of such philosophical and psycholagical concems thal | began to think
about how Dominique Figarelia's new work functions. The problematic nature of the
role that the real might play within these works arose when | realized it was not possi-
bie to give an adequate symbalic account of the conflicting properties of these tableaux.

In the past Figarella's work had been easy to locate, within the context of a con-
cem for literalizing the material connotations of abstract painting. Because of their
mimetic passages representing pattems of wood grain, shadows and splatiers, these
works despite the abstract qualily of these images and the continued use of such sig-
nature malerials as lexan and plywood, these works as a whole no longer, seem
informed by the same ambition. Consequently, if these warks do nol depict ideas about
abstract painting, how may we understand them and 1o what end? The clue io this can
be found in the conflict between the depicted and the actual incidents that orders these
works,

By no longer referencing conceming themselves with the fiteral, these works

sense {hat one may make of the sensate workd, The resulls delineate the
rool of those theoretical propositions that now organize issues of identity, representa-
tion and difference, Cd!sequemlrclmnspauwngssellnlumnasubﬂema[
the shifting between ience and under-

standing.
Part Two: Dominigue Figarella: Between Fact and Fiction
If the role that the symbolic onder plays in the modeling of painting is made known

come 1o si occupy the opposing discursive positions thal coordinate the
terms of the being and bacoming of its various elements. The ensuing assemblages,
the information and the ordering of the refationship between its components come to be
understood o be distinct though inter-connected events, rather than forming a singu-
larity. Within the ensuing econamy, the information made present by these works is not
mmmmlmmmmmmwmmumwmmnm
symbolic order and the thing disallows for the ion of an imagi

by the indeterminacy of Craven's works then Dominique Figarella's
reveals the role that the presentable (often refemed to as the real or actual) plays in the
of meaning. F i mmmmnrsummnmmu
our habitual desire fo tum al things int While, we ha to under-
srmumalmmnsmnlkhmwmﬂofwmaluly—ﬂmesameumwesu
have not accepted that all meaning is of our own making. This is a consequence of the
fact that we once thought our task was to sirive to oblain insight into the objective con-
ditions of our being, as such meaning had to be extemal o our being. Today, because
of the qualitalive and quantitative changes (hat we are creating, we find ourselves liv-
ing in a world of often conlradictory multiple truths. In recent years, this has lead us to
reject the Enlighlenment principle that through reason, objective (singular) Truth (reak-
ty) can be discovered and in its place we have substitule a semiological reading of the
world. This has resulted in a reconsideration of the scientific, philosophical and ideo-

of bits and pieces of previous experiences. Illsﬂuswmmmhalgener
ates a moment in which the real (the actual) in all of its contrast and disorder exposes
itself. In & more romantic ime then ours the unsettling effects of this moment in which
the inability to grasp something in its totality is made manifest, was concaived of as the

Interestingly enough, the conflict between what a thing may represent (the signi-
fication of meaning) and the materality of the thing (what is present) has always be a
significant and difficut aspect of all discussions of abstract art. | wish at such moments,
@5 this there was some simply way o explain this - but as you might imagine there is
not. One of the functions of language is to mask and give order to what presents itself
by converting it into a representation. It is only by mean of a kind of Freudian slip, in
which meaning and means fad bo coincide that the real may make itself apparent. Even
In such situalions, something is forfeited because part of the being (a quality) of what is

Dominique Figarella (laft io right], #1, graphe. plunger. acryic on plywood, 42 x 36 x 2 3M inches; #8. plunger, vy 2000 [INAARTS | 19

acryfic lexan, wood, and graphite, 421 36 x 2
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present might come o be substituled for the inefiable
whole, In such situations the event, object, thing i con-
verted into still something else. For these reasons i is -
ficull 1o explain how Figarella's works accomplish Eheir
escape from this siluation by sustaining their surplus

The paradoodcal nature of thess works is that lo
address what they might maan ks 1o retum 1o the realm of
the symbolic — the very place they seek lo escape. This
friction becomes the means by which to expose the
peocess by which we use language and codes lo order
the workd. Reciprocally, thes reveals that the real is an
effect conditicned by ¥ and
rather than a thing that symbolized or signified. As such
by emphasizing their demonstrative nature, Figarelia’s assemblages presant them-
sehves as avents from which we are to derive information.

Bacause Ihese objects partake of differing discourses, art being merely one of
these, they are open ko muliple, conflicting and conditional interpretations. The slippage

and imeconcilability between these differing e & horizon against which
opinions and analysis concarming them is undersiood. As such, the works demonsirate
how systems of exp epesiames and jes) onder

bath our expectations and reception of such objects. The way Figarella's works accom-
plish what | claim for them begins with the fact that these works do not do what thay
appear 1o be doing. For instance in #3 (5 X 5 X 9 1/2° baxing glove u-locks lexan oil
paint Birch plywood) the index of painting's material quaites Figarella buids, slips its
bounds and unravels inio an assemblage of disjointed events. While the work looks as

-

L’

realm of the Johnson but the fact is that the splatters do
ot register or coespond fo their cast shadows. The
failure of the actual to register with its rendered effect
ullimately denies the primacy of the works' initial
metaphorical and self-referential reading. If it was not
for the: mis-registraion of image event and effects one
could easdy believe thal such a work was a symboic
address to Duchamp’s urinal or o the imagined egacu-
latory drips and splatters of Jackson Pollack, Thatis an
identification of painting with the singutarity associaled
with the masculine, Yel the object maledally reveals
itself not o completely support such a reading.

This prophylactic separation of subject and object,
ihe thing from its symbolic function ~ within Figareila’s work reiterate, on the percaply-
al rather than concepiual level Kant's waming that we must not confuse the represen-
tation of a thing with the thing in itself. Yet, it also seemingly takes into account Herr
Bergen's view that all we know of the world is representation because the brain trans-
forms stimu indo depictions of the world of objects. 86 (SX5X2 oll on birch ply) artic-
ulates this double economy in which the image of the plywood gran painted onta the
plywood itsalf announces in a nearly burlesque manner the failure of representation
when even mapped onto the thing itself from ever comvincingly occupying the place of
the thing. This reading is further re-enforced by the fact thal Ihe representation of the
wood grain obscures the actual that es beneath it demonstraing that representation
onily function in the absence of the actual. In these Figarella exposes and, or sever bofh
practically and concaptually the link between something that & itself — and its other by
the failure of one's abdity fo coincide with the other. It is at this moment,

if it is axpiaiting the Jong abandoned formaks! project of seif self- , the multi-
ple fexts of process, mbention, inconsisiency that arises from pitting the literal and the
represantational against one another, ullimaiely does not fulfi the terms of such dia-
logues.

This switch and bait sirategy begins with the art histonical references we might
maks o the varied objects and formal devices Figarella employs. The inflatable
objects, rubber gloves, toflet plungers share the mundane and vulgar quaitias of the tar-
gels, words, numbers, imagery for newspapers and magazines etal thal Jasper Johns
and Rober Rauschenberg used over 40 years ago. Yet unfike these prolo-Pop artists,
the subject and object of Figarelia's works is not one of surmogacy but mstead how in a
workd that is increasingly circumscrbed semiolics an object might assen itself. This
concam for the “Thing's” meaning rather than its sign function stems from the influence
of the Support/ Surface group whose concerm was hss with what a work of art might
represent then what types of information about iself thal it mighl make present
Consequently, these Franch arfists of the late 60s and early 705 ook, as their subject
painting’s phencmenalogy. Their hyper-formalism resulled in making explicl h nature
of the object brought abstract art into fine with what the readymade. The resull of this
referance moves Figarella work, despile its appaarances, conceptually doser to such
U5 artist &5 Robert Smithson and the post-Minimalist than Jasper Johns and Rober
Moris

For example in #7, (617X 60°x5" plunger lexan, acrylic and oil paint on birch) ini-
Hally, we may come 1o belleve that by replacing the brush and its mark with a follet
plunger and its splatier that the content of this painting is a scatological joke. Yet, if this
was-a here was fo this piece, all # would be is a one line joke, leaving it wilhin the

0 ARTS | My 2001

when the actual fails lo register with its representalion that the narrative fiow of the work
15 broken and its subject fs uniocked

Yet such & reading of #5, as I've given for all of its seeming sophestication remains
incompiete, for while these analogies and similes account for the blot, the smear and
the failure of regestration, they ignone the sublier lexts of appearances and their simu-
lation. Despite the deceplive rendering of what &l frst appears lo be causa and effect,
it is the fact that the signifier and signified fail to align ~ allow us 1o recognize the pre-
sanied (ihe reported and, or depicted event) produces a surplus. Consequently, the
trompe l'oied, the simutacra that render the look of the “actual” that Jean Baudrillard has
likened 1o death and that formalist critics would associated with kitsch, Figarella uses to
taunt the viewsr with their own expectations, rather than question their taste. In this
Figarelia's works seem fo annayingly insist on danying or negaling any readymade
reading that would fix or limit their connections fo the workd. Figarella’s work accom-
plishes this in part by the fact that mimesis and the actual, the symbolic and its signif-
&r within these works reaches toward ane anofher rather than displacing one another.
The resull of this is thal in a theatrical, sell-conscious manner everything retains its own
identity. An awareness of how fhe imagined re-inserls the presentable back into the
symbofic oeder of meaning is 3 by-product of the Eailure of these works bo fulll our
expectstions.

Part Three: Bill Albertini: Encoding and deciphering the imagined

11t Is Figarelia's desire io define the role of the presentable in the construction of
meaning, the surplus of this is he marks off the temilory of ihe imagined — fat process
by which we synthesize unneal events and vinual experiences. Bill Albedini's video
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the Memory Index to invade the status of Selanis as an actual
thing in the world. Using details from the actual fim Albertini has
secreted with in the index material (scenes) thal do not exist in
the original film, but are extrapolated from i While the actual
events depicted in the film are imited, each scene in Albertin's
version may come to generate an infinite number of altemale
moments and situations. As an object, Solaris is never present
but only alluded as an imperfect point of reference that exist in
the memory of the artist and those viewers who has seen this
film,

Interestingly in Dissecting Solars, Albertini has edited all the
characters and dramatic action out of his reconstruction, tuming

installations, film stils and objects
address the impact of the imagined on
the psychological and theoretical regis-
ters of representation and the present-
able. The importance of his exploration
of how the imagined as a form of repre-
sentation may precede the actual is a
consequence of how the world of rep-
resentalion and the experiential are
bemm«demdbyuaﬁdofm
digital technologles of

the film info a series of spaces populaled by props. With this, the
narrative of the instability of reality, marked by hallucinations and
confiict, which is the plot of Solaris is done away with. As such
Albertini uses this undermining of the illusionary quality of the
filmic to re-locate us within a terrain defined by suspended disbelief - o the imagined.
In other words without any evidence to the contrary, we construct (induce) an imagined
logic from the inter-refations that we can form between the assembled images. In
daing this rather than viewing the film as merely a literary device, Albertini re-interprets
the site of Sokaris as the place of presentation and construction.

In a video triptych Albertini reconstitule Solaris as the source of moving images.
YYet these still continue to forgo any reference 1o the film's namative o plot. Instead in
this work consisting of pairs of monitors placed back to back on pedeslals appears to
retum to the source of Albertini stil imagery. In each pairing, on one side there is the
abstract roiling surface of representing the planet, which because it has been decon-

and rept
In recent years the imagination of
artists and their audiences have been seized by The promise thal soon digital media
will be able 1o transform the imagined info a rompe F'oiel viriual reality, In the interim,
we settle for manipulated pholographs and videos, or Web-based dispiays involving to
various degrees a rudimentary inleractivity. While such “digital art” is litthe more than a
simulacrum of other forms or an aggregate of texs, signs, codes and protocols, in actu-
mmsmlenlmmeplamgamoruﬁammemofmmtmm
riality, process and, or g these frends, ini's by using
mmmmmmmums.mwmumm:ad
[ ion storage and ion, The differing and condiions by
which the chimenical is encoded and transformed into a reference to reality become
palpable when they are placed side by side as Albertini has done in Dissecting Solaris.
In his project Dissecting Solaris, Albertini has taken his imagery from the 1972,
Soviet sci-fi film Solans by Andrei Tarkovsky, based on a novel by Stansiaw Lemm.
This film depi s and fantasies of the of a space station in orbit
around the planet Solaris. lts crew is being effected psychologically by the tidal fluxes
of the planet below. The affact of this is that the station and its occupants have entered

lized appears to ref color field painting.  In this we find a reference o how
the absiract has its source in the ion of the i On the
other side are images of a lab, a and a passageway on the space station,

Each of these images. like the images secrated in the Index are compuler generated
and has been extrapolated from the film.

Also included in this project is a group of images taken from the Memory Index,
presented in a painting format. In these works Albertini has hand paint onfo these dig-
itally printed images the frame counter numbers. These numbers painted in process
colors in reverse order, invert the printing process that produced the image upon which
these have been painted. This undermines the refation veracity of the photographical-
Iy derived imagery, by retuming them into a ground against which the materialty and
crafl of the hand painted may be foregrounded. Within these works painting, become
the other of to the process of digital reproduction because it is capable of negating its
logic of standardization. Within the Solanis project, Albertini also produces images
printed in hi — resolution that looks to be pholographs. These images tilled *Proposals
for Sculptures” or respectively “Proposats for Paintings” represents whal appear to be
slaborate exhibition spaces in which isolated cbjects or paintings of images thal appear
in the film now installed as works of arl By re-contextuabizing these objects and
Mamwwmmmmmaanmmmm

into a state of decrepitude. This film meant as a metaphor for the parancia and declin- how both framing and context ions of both rep ion and p

ing quality of Hle in the Soviet State. Using digital animation, |magecaphn|nqaobr Byemmmedmmdmmmmnmmmﬂ
peinters and video, Albertini has p is own filmic, and by its Alberini the jons of the
mmmdhsﬁrmmmmgmmuﬁqueufmalhlemhmhtmmm effect of rep ions effect on izing our i thought and memory. By
as an analysis of the virtualization of the real by means of it ions. The resull ing and ing over and over representation of representations, in the
is a meditation on how the technologies of digital imaging and reproduction accesses Sdampcqad.hehuidsanunmalmfemﬂlhalsmanmdmofshamw visisal
the network by which i leads to its ion and in lum becomes the and physical contiguity. This how these elements form a net-

source of new ideas and imagined situations,

In Memory Index (digital prints, on watercolor paper, 2000) Albertini has assem-
bied into a type of atias 126 images captured from Solaris, each of these marked by its
time signature (frame location). These images, produced at a low resolution in a uni-
form format are framed in standard, black, metal section frames and displayed in a grid,
the proportion of which brings about chance juxtapositions. The mimetic realism (that
is @ result of the images appearing to be photographic in origin) forms a simulacrum of
the dismantled continuity of fim time. Reconsiructing the film through its material struc-
ture (sequential imaging) and having denuded i of its narrative functions, Albertini uses

work in which each element supplement and supports the other. As such there emerges
a multiplicity of readings rooted in the relationship between the sign and its object,
between the sign and its mode of delivery and between experience and the expecta-
tians we form based on them. By thesa means Albertini locales the spaca in-batween
the symbolic and the real, as not being defined by the deformation of one of the other,
but by the integration of one into the other by means of the imagined. This sublly lums
Dissecting Solans into a map of the economy by which representation models an imag-
ined real, In doing 50, Albertini arth the less obvious but more aspects
of the Digital's abiity o model our thinking, 3

Hay 2000 [NE@ARTS | 2
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et Virtual

Carol Vogel by Scott Weiland

Chacheincty “Within the domain of the postmodern New Age anti-Cartesianism this antin ionism and li

Matthew Collings the shape of the tension between so-called “Deep Ecology™ and the New Age techno-spiritualism: the first ad a

Prancis Bacoo return to the spontaneous experience of nature by way of breaking with the attitude of technological domi b
the second sets its hopes on a spiritual reversal brought about by the very opposite, the pl hnological reproduction

Buion s of reality( the notion that, in some not too distant future, by way of their full immersion into Virtual Re:ll:ty human subjects

lan MacMillan will be able 1o weigh the anchor that attaches them to their bodies and to change into ghost-like entities floating freely...)" -

Blimey Slavoy Zizek “Virualization of the Master”

2 “Art i in service... really think everything is in service, our whole lives are in service. We just don’t know what we are

i ki serving.” -James Hillman, “When You Are Healed, Send Me A Postcard”

Vito Acconci

Seedbed In the discussion between Suzi Gablik and James Hillman, published in Conversarions Before The End Of Time,
the notion that art(and the artist) is in service, comes out of a discussion of the possibility of arts service to “Deep

Catande Ecology”. Hillman tracks art’s service from the context of verification of the gods existence, power, immanence, etc., to the

Ana Madieta current powers that befie.. “the commodity-museum-gallery ethos, behind which is our consumerism god - the bottom-line

Yoko Ono God..") Whether Dominique M I's cleaning of the Rio Grande river as art has an aesthetic dimension is the question

3 which lingers at the end of their conversation. Yet, within Pierre Levy's book, Becoming Virtual: Reality in the Digital Age,
we are positioned to consider notions of media ecology in relation 1o art.

John Currin Interspersed through the show of work by Mariko Mori, “Empty Dream”, at the Brooklyn Museum of Art, are

Lisa Yuskavage several allusions to the philosophy of Buddhism. In her per “Tea Ceremony”, on May 4 at the museum, Mori

Elizabeth Peyton seemed to update a traditional Buddhist tea ¢ y within the lexicon of gestures and props which are all her own,
Impllcd within the u:rcmnn)' and Buddhism itself, is a notion of oneness. “This vision of inevitable interconnectedness

Rits Ackemmin pired the popular d ination in (Buddhism) for persons consciously to evolve toward realizing their highest potential

MacMililian and transforming the whole world into a positive environment,”( Thurman)

Cocily Brown In her 3-D video “Nirvana”, which was created with technology specially designed by the GIT Corporation, Mori

3 combines her pop sensibility with Buddhist thematics. Mori works directly in the digital editing facilities of the corpora-

Rl Syrecoer tions which provide access to the technology she needs. She sees the next millennium as & moment when the world will

Kiki Smith unite in peace and harmony and can fairly be characterized in Zizek's terms as a “New Age techno-spiritualist”, courting

Rod Stewart the effects of new media technology for a stylized Neo-Buddhist message and not least, the production of her hybrid self-
image. The matrix which Mori's work infers for the estimation of notions of ecology is one seen through the lens of
Buddk where the self y, ego, subjecthood) dissolves into * tedness™ and is supplanted with a techno-

Jules Ofitski spiritualistic optimism. Within this model, it is possible that her vision of world unification may be a foresight of the final

GaLLEA Lawnence Runey corporate merger.

e In the sense that Heidegger enframes us as the “standing reserve” of the very technology with which we order the

GavLeria MaRco Notke real, (that is, endowing it with a form of agency which, unmediated, can be seen as structuring our relationship to its virtu-

GALLERIA MONICA DE ality as the real) we are ingly d to culti a notion of the media ecologist. It is the agency effect which

CARDENAS acrues in the nature of media a.nd which, (after McLuhan, qualifies its affect through its “mode of revealing” rather than

GALLERIA TEGA that which is revealed) is re-contextualized by the media ecologist. The virtual can be understood as a simulaton of the real,

GALLERY SHIMADA neither in opposition to it nor equivalent but as a principle vector for the production of reality. As such, the virtual is simi-

s Fa s IeeT TR l:ra]tl? a Heideggerian understanding of technology. It is the interface which represents and affects the production of our

ity.

ot For Levy, the virtual has organized three fund.amenl.al aspects of our interaction with the real. It has functioned as

R lanbuage technics and contract. Lang and p P the world to us and render a virtual sense of “real

Gaaim Toum time”. Technology virtualizes the action of the body. Lastly, with the virtualization of real time and action, follows the vir-

HACHMELSTER GALERIE tualization of contract or the moment of ethical conflict. Virtualization, for Levy, is an emancipatory effort which sets us at

GALLER a di from the real; it's chaos and ineffability. In Becoming Virtual: Reality in the Digital Age, Levy presents the

HANDBUCH DR EDITIONEN notion that art virtualizes the virual. That is, it is possible to become structured by those virtual aspects of the real which in

Hasts P, Knas, o Fie their function bear agency upon us as objects. If it is possible to understand the virtual through media theory, it is the artist

Hips Reckesmans BELLY in Levy's terms, who acts as a media ecologist in highlighting the virtual through the means of the virtual.

N a sy In Bill Albertini’s new show at Kagan Martos, the piece entitled “Cube Place” disperses the location of the opera-
tive virtual. By virtualizing the virtual, Albertini calls forth an interpretation of his work which empowers the viewers sense
of subjectivity. Using cubes of an opaque plastic, ideal for standard 3-D rendering scenarios, Albertini represents stages of

Rl the creative process. In three monitors we are shown: a still rendering of the cube stack, on a second, the cube being shuf-

D Apr & Lax fled by a digital rendering of hands, and on the third, a documentation of the viewers interaction with an enlarged version

Irem Epmons of the cube stack situated in the middle of the gallery. The cubes on the floor seem actual enough. Yet, captured within the

JACK ToToN GALLERY camera monitor they, along with the viewer, are the standing reserve for the next computer simulation(virtual reality). The

JaMESs DANZIGER GALLERY (floor)cubes are possibly a virtualization of the virtual representation of them on the screen(not prototypes). We do not

JANE CORKIN GALLERY know... and in this confusion we must relinquish our notions of causality and perception of the real within the virtual.

Iay JopLnG / WHITE Cusg: Albertini reveals the nature in which the virtual can out di our perception of its foundati - If a relatively unsophisti-

P e f.:.‘llad circuit of smoke and mirrors can confuse our grasp of the real, the call for “Deep Ecology” of the future may be a call

e R I for the return to our present condition,

Juise Syivester Epmoss
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They Liked What They Saw at the Rotunda Gallery

BYJOE FYFE

1 have been telling everyone that I know
in “The City" that they should see the new
HRotunda Gallery space. But it continues to
seem like a request to meet me in Montreal
for the hash browns. Sounds like a long way
to go for something hopelessly short of ex-
traordinary. Art in Brooklyn is not a con-
cept that holds people’s attention for long
either

In some ways I can't blame them. The
Brooklyn Waterfront Artists Coalition Show
last spring sent me screaming out of the
building and the elusive Four Walls in
Gireenpoint is open only one day a month.
The Brooklyn Anchorage has been depen-
dable every summer for over a decade but
they didn't show art this year.

There needed to be a place in Brooklyn
where you could always see contemporary
art, without going to the museum; where
the hours were always dependable and
there was always something worth seeing.
Happily, the new Rotunda is beginning to
becomne that place.

The opening of the Rotunda’s latest show
on September 23 was full of people dressed
in black or with very young, very unhappy
children. The smokers stood on the
sidewalk outside. The requisite beer

Brooklyn' ), wine and recently com-
pulsory seltzer was served.

SOME SEEPAGE INTO BROOKLYN

Ths is a scene familiar in Soho and pro-
bably, Athens and Taipei and a hundred
other cities, but uncormumon on Clinton
Street and the rest of Brooklyn. What this
rans is that of the microscopically thin
veneer of art congnoscenti spread over
oceans of humanity there is seepage into
Brooklyn

They weren't just there either, they also
liked what they saw. [ came to this conclu-
sion by the simple method of standing by
the door and listening to the pitch of
people’s voices as they left. Low voices and
cynical laughter ts bad and higher-pitched
d airy 15 good. Take weather into ac-

h . Dinty
1 curated by Brooklyn ar-
t Amanda Trager. 1s. with the exception

This aluminum and plaster swculprure by Bill Albertini iy among the work featured in the Rotunds
Gallery s [irty Ormament™ exhibition.

of one installation, a thoroughly “‘profes-
sional" show. All that means is that there
are no visual stumbling blocks in the way;
that the art is presented that could interrupt
a clear reading of what you are looking at
This is the difference between stating a fact
and making a proposition.
INHERITED BY NEW GENERATION

In the curatorial essay that accompanies
the exhibition (which is always a proposi-
tion) the idea is set forth that the purist
aesthetic of minimalism and its relative
serialism has been inherited by a genera-
tion of artists who have reintroducted much
of what the first generation of artists who
have reintroduced much of what the first
generation threw oul: narrative, sym-
bolism, fetishism and

Soit’s work that as n

ceptually “dirtied” which in the ideal
minimalist desert sticks out like a cactusy
“ornament.”

What the work on hand has in common
with its art parent is that it doesn't look like
art that we are used to seeing and that it
has a pristine beauty. The essay touches on
the idea that this new work projects a per-
sonal reading onto the empty rhetorical
authority of daddy minimalism: kind of like
trouncing the Wizard of Oz in family
therapy

The most breathtaking work in the show
is an installation by Patti Martori. In the
small room of the gallery three long silver
swords stand on their points in front of
three of the walls where white pillows have
been stuffed in the gap between the top of
the wall and the ceiling

Entering this environment is like walking
into a beautiful bad dream. It directly
enters the bloodstream (o suggest a feeling
of extremely repressed havoc. | thoustht of
the powerful, pathetic figure in Strindberg's
*“The Father," and the suffocated psychic
hysteria that still seems to be our in-
beritance from the Victorian era. [ don't
think that good art, like this piece, is
judgmental. Repression is treated like a
phenomenon; it's not bad or good but is
simply being named.

Other works suspend moral judgment
through a process of reversal, as in Charies
Long's “Extension Trips™ where crack
vials, usually responsible for destroying
brain cells, in this case grow giant
synapses, to one of Saul Ostrow’s ““Hand
Jobs,” a hamhanded mold in unfired clay of
a miniature {actory beiching smoke

Other installations are a lovely Eve
Laramee wall piece that has a sparky
magic reminiscent of Joseph Beuys and
another wall piece by Lynne Yamamoto
that suffers from the use of brackets. It's
hard to confront this series of soap and hair
when the artist hasn't sufficiently worked
out how it should be installed

There is a final irony in the title in that
this is a clinically spotless group of work
There isn't even any color. It's an elega
show. The space itsell is already gam 4
architectural awards and it's good to see
how well it handles art works. Don't forget
to go up on the mezzanine

ROTUNDA GALLERY: “Dirty Orna-
ment,” curated by Amanda Trager. On
view Tues.-Fri.. noon-Spm: Sat. 1lam-
dpm. New 6:30pm evening lecture series
o conjunction with exhibition - Oct. 23,
poet/critic/carator John Lau, “The Art of
Andy Warhol: A Fresh Look.” Nov. (, ar-
tist Eve Andree Laramee, whose work (s
included in show, speaks about “The
Dance of Faith and Error.” Nov, 18, art
historian Kitty Glantz, “The Art of the
Ready-Made, from Duchamp to lastalla-
tion.” 33 Clinton St.. off Plerrepont. Ex-
hibition, free; lectures §5. 8754047
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Contemporary Art Exhibit on view at Gallery
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ILLUSTRATION Untitled, 1991
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Contemporary Art Exhibit on View at Gallery

“Dirty Omament”

Rotunda Gallery

HMow heough November 6

he  Romnda  Gallery
opened s 199304
season with “Dirty Omia-
ment,” a group exhibinon
examinng the use of repen-
ton of forms in contempi-
rary art. “Ihrty Ommament
will be on view now until
Nuvember 6
When we arrange sin-
ar or hike objects Tor exam-
ple=-bricks 10 buld sheler,
'\Iu.k;\lln. cans of foud and
stong words wogether into
spells--we  are  oflen  con-
y prinmary defense

({415

+ by Bl Albesrtr

clear function, as in a work
of an, the act and/or the re-
sulting object may be read
as  a  compulsive  one
mounted against a fear that
is undefined, amorphous or
internal

Ihe exhibinon features
wirk in all media by Bill
Alberiim, Albents,
Jackie Chs ve Andree
Laramee.  Charles  Long,
Patty Martori, Saul Ostrow,
Elhow Puckette and Lynne
Yamamolo

Sculptors Albens, Long
and Yamamoto employ ob-
jects from the real world in-
cluding pennies, crack vial
tops and plastic eyeballs;
while Ostro and Pucken
present  representations  of
casily recognized forms,
such as silhoueues and mo-
nopoly pieces. Martori and
Laramee will be  repre-
sented in the exhibition by
site-specific installations

An evemng lecture se-
ries will be held dunng the

exhibition featuring an his
toran. Kuty  Glantz, artist
Eve Andree Laramee and
poet and cnte John Yau
Please call the gallery at
(718) R75-4047 for adds
tonal information

Ihe Gallery 15 at One
Pierrepont Plaza, w0 33
Clinton Street an the down-
town Brooklyn arca. Hours
are noon - 5 pm. Tuesday
through Frday and 11 am
=4 pm. on Suturday
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Bill Albertini
at Althea Viafora

It used o e Thal when we imag-
i the societios of the futum,

wigion has @aledy geeen way 1o a
bleaker one of nust and potholas
and ghubby technical debencrs-

Albartiri presants a thed oplion
chyecis that are sloek yol tat-
bored, ornasmasntal yol vaolend, ripe
wilh meaning yel witimalely n-
scrulable

Albertni's work has  abwarys
had a sort of cyberpunk chac 1o
it, Eufl this i the frsl lime he has
used his full baltery of war loys,
architectuad fittings and outsize
harchware 1o sugQes! & cohasnme,
hai-hypothabcal cullure. Hes ro-
cont sculplures combing alurms
num  framewonks wilh  curious
casl-plasher slamanis hal soma-
whal resambls crucilorm loa i
ots. These emblems popped up
in wirlually every pesce: n neal
Sived-paenied S1acks Deneath the
fragicd bl bght of Despday; in bat
tered and beoken lema-colla-
colof  plasier umblad inlo &
gleaming ban in Unitied: and in

SuSAN TALLMAN REVIEW

At Althea Viafora
ART IN AMERICA January 1992
ILLUSTRATION Display, 1991, p. 121

anclher peece, 0 [pains
fun all the way up & panted ah-

where slamped onlo chamed
g laal; in yal another inslance,
thairy weera shown glowing forth, in
an unearthly blue, from a kaser-
copy pholo of & wall in (the bile
indorms ws) war-shatbened Vor:

e Mes trapped in amber. And
Somewhars 0 "'ii_ WL::
amalgam of Jane's d
craff and Owen Jones's [ram-
i of vt s @ workd That
8 teribong. kKvoly and nol so
alien after al  —Susan Taliman

Louis Risoli at Zoe
Lewis Risoli has baen showing his
vieant, colorful, donseh

@ests the formalion of drsniegra-
tion of some elemental object, is
g in ilself, and Risol

3 Y worked
abstractions for 10 years. Aside

— gt

[
ooidd have slopped theve. Yol
alpng the odge of the owal
ihere ang Small nfnuSions— hin
#irped Bands of complately oil-
foronl paletios. reminders of an
other onder of Things

In Tan io the Negaive Eleventh
Power theve's chearly 8 relerence
o the Fibonacci seres, fhal
mathamatical lormation of the
spiral sequence Dehind My
rabural formes; Thes coloriul guplo-
sion of red and yellow blocks
gl D BN SNOMMOUS M-
tion of, say, & sunficwer hoad. I
might also be simply a study of
palism of & painierly axploraian
of lexhwe. Risol rduses o bo
bound by a single schema
— Thamas Fck

MIDDLETOWN, CT.

Dan Devine at
Wesleyan University
In this show of Dan Devine's
casl-concrele  iegular  schds,
fver chunky preces fom the last
yoar OF S0 were S8l down walhoul
ado on he concrabe Boor ol &
kafty, WSS Frraiy 5 Bl
chamber in Kevn Roche's hand
some Zikha Gallery. Thes selting
harv Brved Sublims af-

tan  Hogarth anbcipation of
Boulbe—but Dwvine's rust-belt
comveyed inlegral

W Manne s
&l I indteasd
:lh%wm'i- TRCEn] Sculpluses

ang lithsd after explorers’ sailng
ships. Excepl lor the unbribed
Godden Hind!, &t 23 by 30 by 32
nchas the largest shown, sach s
cast in pigmented concrele from
& clodsd, holow clump of Tound
Biendustial and  slacironG
jank. When a pesce is two-loned
such as A in Dlue and Blsck of
San Lucas in black and white, the
no-longor-horizontal intorface b
Tl SUCCRSSHE DOUrNgS N
chles rotabh of imples Ceoion-
ation; for fha work not only has
no base, i doesn’l even ofér a
prisherred “Dottom.” This sell-con-
lained Shereotomec mMass s the
thing

Alhough the farms derre rom
ik, maenly the decanded shec-
fronics of today's garbage moun
taing, 1his is nol “punk sculplune.
Daving cloasn’l simply rophcato
forms; the found stufl bocomes
the (negaltive) malrix, nob he
(posative) model. Devine takes a
unigue “posilive”  casl, which
thus “negates’” the detnitus, This
reversal of the relaton of malrix
and mokded fom B pacubarty
“mnhbrepreseniational ;. th wadly
crystalling volumes might e said
o b anyifeng buf the hunks of
plasiic lpleasion sabs. loys, koy
boards and whalewer from
whence thiy come. EveryDody
complans aboud the culture of

Art im America 121
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DOROTHY SHINN REVIEW

Sculpture Show At Kent State Mocks

Postmodernist Aesthetics

THE BEACON JOURNAL

Cleveland, Ohio, November 3, 1991
ILLUSTRATION Untitled, 1988

Page DM, &mda’,y! November 3, 1991 °

B4, Sy, Nt &, 91

[

Sa.l]_pm:wes&wwaﬂ(ent State
mocks ist aestheti

Art Review

Sculpture show at Kent State
mocks postmodernist aesthetics

«But don't bother to read the hard- to-understand .”m,“ il i i

catalog ona.rtworkmBul Albertini’s ‘Fluid Hlstory men ih%w -Furif

mﬁf ';‘. mmmmd form is cm.theh‘mdmmdmu‘lz
A few words of advice for visi- :

2 o
i: Ignore the catalog, ex- mmh’nﬂamw'm“mmmm series of color laser prints,
cept perhaps as a souvenir. B2 o shapes I-IV (1990), showing vintage
o S e o ST e b At ¢ B
York scritic Robert Mahoney, rames and furmiture parts in a Deltpucis s Hlly-
mmm’:?mgaﬁjxuﬂq‘“kﬂ feg ot A wood version of history made fa-

’ millar in movies such as A
School of Art Gallery through Odernism has been e Furewell to Arms, Casshiance o
Nov. 13. L e e ars out o s soncep.  For Whom the Bell Tolls. -

militarism y M,k by forcibly com- Latent,
:u sense :M“ bining popular forms from agery does seem, in fact, to be a
find that Mahoney's i different eras of the distant and  subtheme of the exhibit. Some-
course strikes a sympathetic DOusSo-distant past. the imposing untitled
mmtmmmi’;m Picture, if you will, a D.W. 1988 work at the entrance to the
to understand the work, reading Griffith movie set or an early gallery — a gilded, rococo picture
(and rereading) the essay is a picture palace such above a heavily
frustrating and ly futile 25 Akron's Civic Theatre. bolted packing crate that contains
exercise, = In mocking postmodernism, Al-  a claw-footed bathtub and a crys-

To wit: “In all of this work, Coun,does perhaps — evokes the fe-

This untitied mixed media and light work is part of Bill Albertini's solo
exhiblt, Fluid History, at the Kent State School of Art Gallery.

vid Lynch's Dune (1984) and
Gilliam's Brazil (1985).
Albertini’s deadpan irony
comes across most clearly, howev-
er, in wu'ks where the purities of
constr are bly wed to
the excesses of the rococo.
With all, there is a sense of

their area of competence, as dem-
onstrated in Toaster, Cut and
Home Entertainment Center.
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La Historia Paralela de Bill Diaz Albertini

PATRICIA GONZALEZ REVIEW

ESTA SEMANA Costa Rica,
September 1991
ILLUSTRATION Moth, 1988, p. 17

JPMGM :op:aeu. *pwpl” simbolos

\ Pa lez, su 0s

. para Esta Semana a través de un mane-

{ técnico, nos dejan ver un docu-
Cotidianamente nos como sacado de
muu transmiten *ﬁl‘:. mﬁh - m, i

nos una a

'Mngpcmhhhndehﬂ:.

'Bill Dias-Albertini y Daniel Yankelewitz con Ia obra Triprico reciente-
adquirida para su coleccién,

f

)

combinaciones. Asf, nos da una vi-
sidn histdrica padicular, similar a
la que conocemos pero que forma
un universo paralelo creado por el

kﬂumnmnwomdaﬂ
gusta unir cosas que no -
que no van ne.

Bill Albertin a st

ria es usada como un material mds

a la par del oro, el hierro, el laser y

elh también “...la religién
litica 800 f T E

la historia y la gente”, v

Maoth, de la coleccin de Daniel Yankelewitz.

La primera impresitn que senti-
mos al apreciar su muestra, es apa-
rentemente una clase de espejismo
de la guerra; sin embargo, su temd-
tica tiene menos ver con esta

realmente cudl es el pasado o el fin
de estos.”
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ROBERT MAHONEY REVIEW

at Althea Viafora Gallery
ARTS MAGAZINE April 1990

ILLUSTRATION Out of Order, 1989, p. 108

ART

M A G A 2

Bill Albertini's exhibit at Althea Viafora (January
3.30) had the advantage of being the first SoHo
show to open in the '90s. New leaves and dead
regimes, a sense of scale and presence enforced
by sympathy with events in Europe, made Alber-
tini's odd synthesis of Magritte and Tatlin coalesce.
Out of Order states the existential premise of Alber-
tini's vocabulary: dramatic quasi-architectural ob-
jects, stripped of their use-value, put out of order
s0 as to be possibly useful to art. A platform with
woodwork bolted together in a manhandled way,
upholstered in industrial carpet, mechanically
bears a Magrittian displacement of a figure: a cof-
fin. The bright-red inside would make death glow
with a suggestion of the erotic, were it not for a
splash of. cold, very bright chain-link that neut-
ralizes the effect. A fallen pillar, caged, can repre-
sent anything from personal to governmental impo-
tence, depending on how big you like your readings.
A SOTS art sensibility having migrated out of the
USSR into Western post-glasnost art is suggested.
Untitled site-specifically rebuilds a gallery-space
pillar-to-post to suggest something of public-life
grandeur within the narcissismof the white cube.

Albertini's smaller pieces have to do with re-
leasing the myopia of ownership of technology and
its symbolism to a broader historical term. Home
Entertainment reframes stereo tweeters in elabo-

U

rate Gaudi-isms of gilt. Heavy metal is the bird
the gilded cage, hopelessly passé. Sconce a
Target Block House catch a hint of old signs (sw:
tikas) in a half nelson, pinning them asadornmer
in a revisionist salon. The way in which Albert
reaches up to history to comment on private life
clearly something the Committee for Un-Americ:
Art Activities would love to look at. There is a gra
deur here that our neo-provincialism cringes
And Albertini's boldness breaks through the cul-c
sac worries of the petty bourgeois paradigm calle
postmodernism. Albertini is Zweitmoder:
(second modern): modern went wrong once, h
tory has resumed again (November 9), let's ge!
right this time,

Robert Mahoney

Blll Albertinl, Out of Order, 1989, Wood, steel, paint,
hardware, and forglass, 56842" x 128" x 61vy". Courtesy
Althea Viators Gallery.
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JupD TULLY REVIEW
Baroque-0-Vision

COVER MAGAZINE February 1990
ILLUSTRATION Home Entertainment

Bill Albertini

ALTHEA VIAFORA GALLERY

JUDD TULLY

ill Albertini’s impressive

debut on Broadway inten-

sifies the notion that sculp-
ture is alive and kicking but at
the same time, dangerous to
yvour health. | mention the
health factor because these
works exude a kind of barbed-
wire menace, implying that
viewing them will somehow
make vou vulnerable to, well, an
accident.

Center, 1989, p. 10

Barotue-0-Vision
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COVER MAGAZINE February 1990
ILLUSTRATION Home Entertainment

There is an ecclesiastical ring here, as if a
delegation of high-tech clergy in red formica vest-
ments was waiting in the wings, intent to save or
banish your bankrupted, art-depleted or other-
wise-compromised soul.

Black and red abound. Two colors in the insect
world that warn others to bug off—eat me and
you’ll die. When red and black mingle with gold, a
baroque, somewhat spoiled and debauched air des-
cends over the objects. The caution flag goes up.

Albertini's fantastic and deliberated array of
both pre-fabricated and bandmade materials al-
ternately beep Canal Street and some fancy
French decorator shop on Madison Avenue. As
Simon Taylor says in the gallery handout (more
essay than press release), the artist insists on the
“primary importance of materials.” This obsession
snares both bought and found objects and he jug-
gles them in endless combinations.

Oddly enough, the found things look new and
untouched. Similarly, hand-crafted parts seem
fabricated. Every noock and cranny appears
polished, gilded and mirrored, crafty like
Artschwager but not so obnoxiously smart. Alber-
tini throws you off balance with slicked-up sur-
faces but you eventually realize it's a kind of
smokescreen, razzing both spectator and artist.
His posture slouches with friendly reminders that
the system—all these nuts and bolts—is inherent-
ly jinxed, screwed up for the long run. Otherwise [
don't think you'd noticethd exposed angle irons in
his nasty coffin-pieceditled “Out of Order," still
marked with their discount prices.:

Resembling a souped-up funeral pyre, the poin:
ty piece seems ready for inclusion as a prop in “The
Cabinet of Dr. Caligari IL" A long coil of shiny
silver chain spills out of the mini-coffing licking the
wood floor.: Though clean and:unblemished,, the
‘multi-level ‘contraption. reeks ;of confinement, a
constructivist’s elink for.repeat-offenders:

JuDpD TULLY REVIEW

Baroque-0-Vision

Center, 1989, p. 10

epending on your aesthetic bent (the work

demands a point of view), the object triggers

either art historical associations or more emo-

tive reactions, like, “what kind of commia
thing is this? “Piss Christ" aside, there's some-
thing sacrilegious about the hybrid cross-swastika
in “Double Vision,” punchy enough for a corporate
logo. “Isms” clash and the unfinished phrase sways
in the air.

Peering into the wire-mesh cage-frame of
*Double-Vision” you see your own image reflected
off a mirror ‘as well as the iconic piece called
“Pump” hanging on the distant wall behind you.
Hopefully no one is looking over your shoulder at
this moment of self-scrutiny.

Stepping back, the personal contact with the
object fades and the viewer examines the niftily
fabricated swas-cross, its compromised position on
the gray-toned mirror and the Boucher-like curves
of the fancy frame. A ricochet of images bombard
and confuse. Is this just some overworked, art
historical board game? I don't think so. .
 Despite cosmetic pretension, the piece has soul.
It is painfully contemporary and that's why the
work looks even better when surrounded by
fashionable folk sheathed in black leather. From
every angle you get a sense that civilization is
crumbling before your eyes or is already lying
there in a heap, in which case, you're the surrealist
documentary of the event. t
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‘mlap that separates the two

¢ crystal is also a moon il
linating @n absolutely still sea that
ms o open up behind the figures,
ring thér to another
d. In the world of Gino De Domini-
-anythingis possible.

-
‘he work of Gino De Dominicis re-
ins at Murray and Isabella

“oundation, 41 East 57th
gh Wednesday.

" object.

eet, thro

nold Herstand Gallery

West 57th Street

rough Jan.2

{atsura is a 38-year-old
)anese v ) ychrome sculp-
es of campho have re-
vgm ! international at-
\ IMY Iﬂgllly realistic
entations of a hybrid mreg

stly men — with alert (marble)
. They are disconcertingly

ange.
"he proportions of the small heads
la mgdlu_.m almost Manner-
Almost all the figures seem less
A S
rels or plays. tles are
:’dllteirary. "-’Belw&n Words and
" is a sculpture of a young man
o could be medieval or modern,
dent or il. “Words Descend-
" is a boy horns on his head.
‘A Silent Mirror"” is the one full-
gth figure, almost six feet tall, a
ithful, modern Japanese Every-
in with wavy hair and cleancut,

MICHAEL BRENSON REVIEW

at Althea Viafora Gallery

NEW YORK TIMES January 5, 1990
Weekend Section, p. 29¢

Althea Viafora Gallery
568 Broadway (at Prince Street)
Through Jan. 30

Bill Albertini's first solo gallery
show gives a pretty good idea of what
this talented still emerging 34-
year-old artist can do. It combines
many different kinds of materials,
some natural, like wood, others fabri-
cated, like steel. Mr. Albertini, who
was born in Dublin and lives in New
York, is one of many artists worki
between architecture, sculpture a
furniture.

He is also one of several sculptors
workin1 between the found and made

t is often hard to know which
is which. For example, in *“Out of Or-
der,” a column that could have been
built by the artist was found and the
steel cage enclosing it, which could
have been found, was made. The ele-
ments of the works usually suggest
ordinary objects like chairs and
speakers, but it is almost never clear
what the‘v’eacumlly are,

Mr. Albertini wants to question and
reassemble the history of art. There
are references to Greek art, Supre-
matism, Surrealism, Minimalism,
tribal art and the Baroque — to artis-
tic approaches that havé been seen as
incompatible. But this is an artist who
sees no reason why gilt cannot go
with spareness, why tribal art and ad-
vanced technology cannot go togeth-
er.

But Surrealism and Minimalism
cannot go together. And the hybrids
in this show never have the force of
the art they refer to. With a little
more clarity of tone, a little less
pleasure in confounding categories
and expectations, and a little more
ability to make people care about the
objects he builds and uses, Mr. Alber-
tini can leave his stamp.

mm on for support seem to I
decided to revolt and collapse.
The Surrealist objects that rt

never quite work. The craftsman
is too crude. T'he ud':sjtgtt)ctlvenes
incongruity o ects (
seems too contrived. T,M not
smallness, thinness, hollowness
loss is never strong enough. The

some poetry here, but it is nol
mnyshapez’

Horacio Torres
Salander O’Reilly Galleries
20 East 79th Street
Through Jan. 27

All four paintings in this show \
made between the time Horacio
res settled in New York in 1970
died here in 1976, at the age o
They are good paintings, with |
going on in them, and they serve
warning to those who would auto
ically dismiss works with an
abashedly traditional look or styl

This is not Formalist art. In all
paintings, the figures are nudes
there is a quiet tension betweei
heads, which are either conce
el;:gd or withdrav:n. an:d the btl!
w are responsive and amp
“Woman Drying Her Hair,” a |
blankets the head in a way that
gests the struggle for air that
vades these often expansive worl

Indeed, there are two very diff
arproaches to painting here. O
close to Renoir in the fluency
lushness of the brushwork. The |
is closer to Cézanne in the powe
suggestiveness of the drapery
fabrics, and in the absolute det
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MICHAEL BRENSON REVIEW

Positive Show, Jack Tilton Gallery, New York
THE NEW YORK TIMES

The New YJork Times

February 24, 1989

............

Ehe New Pork Times

‘Positive Show'’

Jack Tilton Gallery
24 West 57th Street
Through March 4

This is another group show with a
good deal of energy. Like “Pillar to
Post,’”" it brings together largely un-
known artists, in this case only five —
William Albertini, Lisa Beck, Peter
Boynton, Warren Kloner and Marc
Travanti. Although they share some
concerns with Appropriation - and
Neo-Geo artists, including the feeling
for geometry and a compulsion to
comment on other art, the Jack Tilton
Gallery says they represent a new,
more romantic, less cynical spirit.

In fact, much of the art in the show
is transitional in feel and not all that
distinct in tone. It is not cynical, but
there is an instructive struggle to be
attuned to Conceptual skepticism and
at the same time remain upbeat.
There is an unmistakable but also
somewhat defensive attitude toward
craft and form. And when Mr.
Travanti places images by Mondrian
under lace, he is expressing the kind
of alienation from modernist abstrac-
tion that is characteristic of Nco-Geo
painting.

Review/Art

FEBRUARY 24, 1989

Nevertheless, all the art is to some
degree unexpected. Mr. Boynton
plays on images of stringed instru-

- ments that have been prominent

throughout this century. He built all
three stringless basses in this show
from scratch, giving each one an ec-
centric shape. All of them look like a
cross between a functional instru-
ment and something that just stepped
off a U.F.O. All seem finished and un-
formed, available and sinister. If
there is a problem here, it is that they
are not crazy enough.

This exhibition is worth a visit for
Mr. Albertini's work alone. In his
““Snakes and Ladders,” fluorescent
lights are not on the ceiling but on the
floor; an elegant gilt table supports.
more than 100 blocks of raw wood;
the wood seems to be held against the
wall by a ladder, which needs the
wood and wall to support it. In Mr. Al-
bertini’s sculptures, first-rate crafts-
manship releases irrationality, and
formal precision makes wackiness
and improbability seem inevitable.

By MICHAEL BRENSON





