View of Todd Siler's exhibition “Fractal Reactor: Re-Croating the Sun,” 2006;
a Romald Feldman.,

medium and collaged drawings
depicting more fractal phenom-
ena and annotated with hand-
written hornatory quotes from
Thomas Edison ("There is a
better way. Fnd 11.") and Jacob
Bronowski (“The whole of soi-
ence is the search for unity in
hdden likenesses.”). The titles
ncluded portmanteau words of
the artist’s invention, such as
“‘metaphorm” and “simplexity.”
There was a small, sphencal
model of the reactor (2000) that
looked like a soccer ball cut so
that the intenor was revealed,
and ancther more recent model
that dealt with the dévice’s nano-
technology. Siler has said that
hs fractal reactor can be made
at any scale, from smaller than a

pPIRQInt 10 MEGa-Si2ea Structures,

In another room, there was
a video with nifty effects that
explained once again—for
the text-challenged—the sci-
ence behind this efort. Here
als0, the walls were hung with
many drawings. A few sculp-
tural forms were suspended
from the ceding, including a
wire tangle, Anatomy of a Hot
Plasma (200 milfon degrees
Kelvin), 2006, that seemed a
cousin 10 Alan Saret’s ethereal
sculptures from the 1970s

Essentially, Siler shows us how
10 begin to think about construct-
ing a fractal reactor based on a
thermonuciear fusion system,
which he claims is more effective
than fission because i s non-
Euchdean and closely replicates
the actual physics and geometry
of a star. His system is efficient
clean and quite feasble, so it
5 much more economical than
thase it would replace. (Sier
thinks he can build a function-
ing prototype for around $10
milson, which is much less than
the cost of a nuciear reactor.)
The unit s also self-sustaining
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once it reaches its break-even
point, and it won't go into mwit-
down, so it is completely sale.
This star system—unlike some
others—does seem to be a bet-
ter way. Centainly the premise is
appealing, and so is the art, in a
Buckminster Fullerish manner,
But like all marriages, this one

of art and science has ns ups
and gowns. Maybe, though. Siler
should run for praesidaent with Al
(An Inconvenient Truth) Gore. I'd
vole for them L.y Wei

“Reprocessing Reality”
atP.S.1

in this exhibdtion, Basel-based
curator Claudia Spinell assem-
bied a group of recent works by
13 intemational artists (with a
generous portion of Swiss par-
beipants) that address notions of
reality. The show, which appeared
at the Chateau de Nyon in Swit-
zerand earty last year, traveled
to New York as part of the Swiss
Art Council's year-Jong “Swiss
Roots” program of art and music
events explonng cullural con-
nections between Switzerland
and the U.S. With the exception
of Robert Frank, Anri Sala, the
Swiss veteran Guido Nussbaum,
the Atlas Group/ Walid Raad
and a few others, “Reprocess-
ing Reality” highlighted the
WOork of mostly emerging anists,
many making their U.S. debut
using a vanety of formats, from
room-size multimedia installa-
BoNs 10 small works on paper
According to the curator's essay
for the show’s catalogue, key to
her ambitious project is the work
of Robent Frank, the Zurich-bom
artist who has worked inthe US
for most of hs carger. Frank's
1958 photo book The Americans
blurred the boundanes between
joumalism and art photography,
and he was represented here

by his 1994 video Moving
Pictures, a silent rellec-
tion on mortality. in which
he visils the gravesites
of his parents as well as
his friend Jack Kerouac
The exhixtion began with
I am an Exhibion (2002),
a haunting instaliation by
Philpp Gasser, who emplied
the darkened gallery but
for & tall, empty sculplure
pedestal in the center of the
room. Aimed at the pedestal
was a black-and-white video
projection of tall, slowly
shifting vertical bands that
cast on the wals anmated
shadows ol the pedestal
as woll as galiery visitors
maoving through the space. In
this work, Gasser has reduced
the complexities of visual reality
to its fundamentals of light and
shade. Similarly engaging but
cfering 8 more personal view of
reality, Enc Hatton's labyrinthine
sie-specihc installation No One
is Home Anymore featured a
makeshit architectural struc-
ture of cardboard and wood,
embedded with numerous video
monors and projections showing
documentary footage taken on
nature trails and urban jaunts
Many artists in the show
addressed political realites
Christoph Draeger's pognant
photos are recent shots of former
disaster sites with worldwide
significance, such as Three Mile
Island, Lockerbie and Hiroshima
A video by Dedry-based an-
ist Wilke Doherty explores the
1972 Bloody Sunday events in
Northern Iretand, whie Christoph
Blchel's video AC-130 Gunship
Targeting Video uses appropri-
ated footage of recent aerial
bo of Afghan villages.
More playful is Nussbaum's
Heim Welt 2 (Home World 2),

a tengue-in-cheok comment on
global surveillance. Hare, on the
floor, a convex arrangement of
five monitors mimics the curva-
ture of the earth, Each screen
shows a section of a geopolitcal
map, a live feed shot by five cam-
eras focused on a deskiop globe
placed across the room

—David Ebony

Mary Temple and
Liza McConnell

at Smack Mellon

Concemed with the dematenal-
zing elfects of hght, Mary Temple
and Liza McConnell pursue their
interest n dramatcally dfler-
ent ways, as was avdont in thes
récen! paired-solo show. Both
artists achveve ethereal ends
through self-evident, cisarmingly
direct means. In Forest for the
Sea, Tempie made sman use of
Smack Mellon's problematic archi-
tectural leatures, including domi-
nant, north-facing windows, intru
SVE columns, and an encamous
but obstructed 24-by-66-foot wal
Having toned the latter in an even
off-whete, the artist convincngly
painted, using a sightly paler
white, the llusion of raking sun-
light falling upon the wall through
tree branches and follage, iner-
rupted by vertical bands of vary-
ing widths. At least momentanty
her sihcueties passed lor actual
shadows—unti the viewer recog-
nized that there was no sunlight of
the sort streaming through those
windows and around those col-
umns, and litte by way of foliage
oulside the gallery's windows that
could cast such shadows anyway
In Temple's work, wall paint-
Ing funchions as instaliation: the
trompe-Toail eloment activates
the entire space, as the wewer
trias to verify the alignment of

View of "Reprocessing Roality,” showing (on floor) Guldo Nussbaum's Home Workd 2
2005, globe, camerns, monitars, mixed modiums: ot P.§1




Bummnation, trees and framing
architecture that give nse 10 thes
particular configuration, and, ind-
ING NONe, s a bit unsettied. (A
tunny charactenstic of the installa-
bon S that it deflects the viewer's
attention away from the painting
itself,) Temple re-creates a visual
experenca—familiar to the point
of being mundane—that the
wvewer 1s accustomed 1o seeing
occur naturally. Depacting a phe
nomenon that s often sublminal
that we habitually filter out of our
expenence of menor space, hes
nslallations have been known -
grally 1o blend o the woodwork
The absence of any other ele-
ments in Forest for the Sea was
starting. nervy and necessary
McConnell's Compound
housed n a darkened enclosure
olf the main space, compnsad two
parts. The less flashy component
involved three lapenng cods of
fbearglass insulation, in the bowels
of whuch were planted glowing
lightbulbs. Shightly Spooky, the
coils were clustered together like
pods in a science-Hichon movie
Through their 1ops they collocively
cast on the low ceiling a soft, cot-
tony pool of hght, kke a gathenng
storm cloud or the atmosphere of
Venus. A lew feet away was a
stack nearly 6 feet tall of nested
botiomiess plastc pails, thesr nten
ors apparently encrustod with lefl-
over jnt compound and similarty
outhtted with incandescent buls
The stack projected a cnsper,
maore legble image: the light travel-
NG up 15 curkng, lonicate ength
and through a hole cut in the 1op
pail's ks was locused by a single
ayeglass lens. By nstaling &
curnved panel that rounded the
uncture of wall and colng
McConned deftly complicated the
space, the ecceninc spothght
reached the panel looking some-
thing kke the moon. In an inspired
bt of tweaking, the amst shummed
the column of buckels ever 50
slightly with a broad putty knife, so
that ths moon was a few days past
full, The suggestion of the lunar
cycle chimed quietly with Temple's
frozen, ate-aflemoon moment,
which halted the earth's rotahon
Stephen Mane

Lisa Yuskavage
at David Zwirner and
Zwirner & Wirth

There is somatimes a very thin
line separating high and low
an—Thomas Kinkade's clotled
Englsh cottages aron’t that far
stylistically trom John Constabla’s
rustic English landscapes, while

LeRoy Neiman does a credit
able imnabon of certain aspects
of Post-impressionism. In Lisa
Yuskavage's pantings, the line

S drawn between a diverse pan-
theon of Western masters and
the favored styles of those who
may never have seen the inside
of a major art museum. Echoes of
Vermoer and Goya |ostle against
the spirt of calendar pinups

erotic. Cthers depect women who
are not exactly alone ether, as
they are large with child. In those
Nvorks, there is often a play on
the implied fecundity of the tracs
tional still life. In paintings such as
Brood (2005-06) and Biting the
Red Thing (2004-05), a woman's
swollen breasts and encimous
belly rast above arrangements

of globular fruit. In the latter, the

Top, Mary Temple: The Forest for the Sea, 2006, latex on Sheetrock,
24 by 66 feet; bottom, Liza McConnell: Compound, 2006, insulation
toam, buckets, light, lenses; both at Smack Mellon

and Catholc kitsch. Meanwhile
Yuskavage acknowledges her
debt 1o artists like de Chinco
and Caravaggio, who also found
themselves vuinerable 10 charges
of impunty and inauthenticaty.
This double show, her first New
York solo in three years, present-
od full-scale pamtings, small stud
as and a sel of beavtilully cralted
drawings thatl provide vanabons
on a sat of themes. The show
reveals a change of subject-—the
wistiul isolated wails of old are
now presented in company. Many
ol the works offer pairs of women
who ¢ing 10 each other in poses
that are more protective than

woman dries cown on a sechon
of pomegranate, that ancient
syrmbol of sexuality and fertility
The paintings of pairs of women
are oddly unsetting. Painted
Things (2006) is particularly
strange. Here a nublie young
girl clasps a much larger and
strangely doll-like nude woman
al the edga of a precipice, The
stormy sky behind them and
g contrast between youth and
pformity brings 1o mind the
“Caprichos” of Goya, Other works
on this theme have less contrast
between the two figures, but there
5 often an ambiguity between
caresses and gestures of control

These images, with thes gar-
lands of flowers, pastel colors and
winsome blonde protagonests
skirt dangerously close al times
1o the confections of Maxield
Parrish, They are held back from
full-iledged sentimentaity by
their otherworkdly lumnescence
Yuskavage is often paired with
John Currin, but where Currin
emphaszes the materiaity of his
images-—the huge breasts in his
carly nude lemales are massin
deformities, made more repellent
by their sohd ty—in Yuskavage's
paintings such endowments are
permeated with light and are
nearly transgarent, gvang them
a peculiarty spintual quality. This
may be why her works are 50
difficult to place—they deal with
the nude, that mos! carnal of
mages, but they subject it 1o ar
aimost religious transhgurabon

—FEleancr Meariney

Jim Richard
at Oliver Kamm/5BE

For years, New Oreans painter
Jwm Richard has articulated
an acidic socal commeniary
through unpeopied inlenors
of the showy sort featured in
domile magazines. Many of his
paintings employ an icy, synthel-
ic palette to depict setlings over
decorated wih contrasting exam-
ples of hestoncal and recent an
These are the places.”
wrote, “where art goes to die

In an imprassive rocent show
Richard expanded his range I«
nclude abstract works as well
as his collages, which he has
not previously shown, These
works are rough studies for his
canvases, and here he exhibited
both mediums together for the
fust time. While thera were no
one-to-one painngs, the collages
informed the mostly larGer pant
ings, suggesting sources for their
uneasy puxlapositions, moreover
these anifacts of Richard's pro
Cé5s ably stand on thew own

In the entryway Around the
Bend (2006) set the tone for
the disjunctions that character-
zed a number of the works. In
this smal Qouache On Daper. a
schematc mountain landscape
in purple and gray 1S dominated
by the Blusicnistic depiction of
a framed abstract paintng that
incongruously fioats in the fore-
ground at monumental scale
and, strangely, © tumed at an
oblique angle 10 the picture plane

Fout midsize oil-on-inen paint
ngs (all 2006) continued the
!il:‘f‘.y-l(l!n‘w:'t\ motd vf‘»j‘-,' n
dominated by space-flatienng
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