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Pﬂhap-; Schlowherg wanbed to sugpca
that language can go only so far in con-
veying meaning at the presesa ame. If
this wias the iment, he best conveyed 1t i
the succimi piece Thix is o deas {19760
Hiere, an abrasion on the surface of a mir-
ror, mimscking the leok of o ballpoint
pen seraiching the glass, mocked reasan
amdd legibility. Proof here that the pictare
s woath more thian o thousamd words,

—Bartvara Pallack

Sam Cady

Mary Ryan

Sam Cody"s clean, planspoken shaped-
canvas paintings of typécal Maine sub-
jects, including boats, docks, and
Lendscapes, ek cnly o boat huilder’s
carpentry amd a vesse]s seaworibiness.
Given the preponderance of wood-based
subjects, iU°s perhaps sunprising thag
Cady doesn"t paint o8 shaped-wood pan-
els. But a well-sirctched canvas repre-
sengs & nice feat of carpentry. 100, and
these paintings were feats of expentise on
fheir crwn lermd. L'm]}": -l :I.Hﬁl_ptﬂ:u
mpad from inclividua! objects, such s a
silbowstted dory, 1o island Eandscapes—
perhups st bow tide, perhaps s seen by o
gull, or representing a plece of hosizostal
coasiline on 8 very long, resrow canvas,
Crisp nostherm light i the castomary
Uluminstion, although in the painting
Snow-Covered Dock (200 b, which ap-
pears o extend nbo the distance inan
ingentous cut-mst variation on three-
point perspective, the light i that of a

Sam Cady, Baciyerd Waadple. Ml fnidan, HIG-L
ol en shaped comves, 417 1 47, ary Ryin.

snonwy, svercast day, an effect achieved
wilh scant reference—in the form of
background, for imstance==to nmything
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other than the sulbject in guestion.

Un the cther hand, the comparatively
barcgue view of a fullio-tumbling woeod-
pile, Backyard Wisodpile, Muitnicw
{20034, wigh ils cormuecfia of
throam—not nestly piled-—
laniber, i hatked n bright.
midday sunlight. A wooden
siepladder and & red cands-
e ane mong the elements
scatiered ghoui this aypical
pile of modomness, This
weock 15 8 standout among
these impressive paintings,
capharing elemerms of the
seminaral, sea-focused Hie
of this place. Some of the
pheces of wood coulkl be
castaffs from ihe boai-
huilding takeng place in
pakntings such as Stem, Rif-
inancly, Fowans ared Darvgs
with Parnb-fob Line (30030 From the
precksion of boal consinsction w the nat-
uzal plghu. of o nautically ornented region,
Cady ot once brings 1opether o sense of
history and of being in the monenL

—ymihi Nedelman

Gustavo Ldpez
Armentia

Resce

The recent publication m Bueenos Adres
of a moncgraph on Gustavo Liper Ar-
mentin's work pronpled this retrospec-
tive-like exhibition, whach provided an
opportumity o appreciane the
quixrﬂiﬂ; wisua] language and
highly individual iechaigues
that this Argentine artis

has developed.

Liper Armentia’s meédiums
are wide-ranging, and alihough
this exhibilion included paint-
imgs and welded sculpoure, it
alse showed examples of he
artist s prineipal technigue
over the last few years—ihe
casting, from a resim-based
recipe of his oen devising,
of has-refiefs that are remimis.
ce of ald Hihography sones.
This bends has work a strangely
eotalgic akr, He mixes ihe
resin with marble amd quartz
dust, among other ingrediens,
and ofien dyes it or smears
the casl with color. He then scraiches
drawings into the pieces. or buikds up
lizthe sculptural decsils om their susface.

His craftsmanship is often exquisie,

A recusrent theme i magrtion, the ex-
perience af the nomiad. The characier of
& somewhai alicnaied chsérver—an elo-
quent ortist's alier ego—recuss, Ldper

Gegtavy Lipe: Limeiia, Mandafo, 7004, mined-medis b el
20, 3" 1 4" 1Y, Reste

Anmentin ks Ln hombre de algun fugar
fA e o @y place ) as e 1hle of &
2001 sculprure has it This plece includes
a timy, poignand mage of tse World
Trade Center, And it is entinely approj-
ate that Mew York City iseli—and iis
social and cultural highs ond bows—Ire-
queently provides the Jocation fior his ob-
servations, It is an indication of Lipez
Armentia’s abalities that, through his
CYER, the city is strangely transformed
Weind, absardly maccurale maps
ghourd, or the whole city becomes a
mass of musenis, of simply 8 place
where you mest Find scmething 1o eal.
—Robert Avers

i H 1
Romancing Nature
Waller Wickisar
Celebrating nobure here wiere four anists,
ahose work ranged from Sung-Soan
Yang's expressions of chaldlike rapture,
oo Mlark: Kurdriel's vibram, semiohsirac-
tions, 0 Betsy Stewant™s scientific play-
falpess, and Jumes David Thomss"s
Zenlike stillness. The show micely bal-
anced East and Wess,

Stewart’s acryho-and-siami-ank wirks
depicting pond lide, were full of tiny bub-
hles, protona, ransducent algae, and frog
spaw, The artist paints on wooden boxes,
soame of which, like Aguarilin (H04) have
Mondrianesque lines representing DHA
ooxdes nomning wp tear sides,

Mark Kurdziel's large, crovarded, col-
arful oils recalled 3 happy Franken-
ihaler. Ome has bo look carefully to find
the feline in his O in Landscape
(20H0d), w0 cleverly are the cat’s sripes



depicts a black plastic tarp stretched
over the rounded forms of stacked tires,
the shiny surface of the plastic contrast-
ing with the straw on which the tarp
rests. The siraw is suggested by nothing
but & group of unruly pain gesiures,
This work is of & mundane subject, elo-
quently rendered.

Comtrasting with the
circular tire shapes in this
painting. the bales of hay
in Sguare Bales are ted
with cord, forming grd
patterns from which
stranids of hay seem 1o be
strugpling (o escape. With
the square, the grid over-
laying . the wanton-
SSSMANE POEn gesture,
and a passage of near-
classical drapery forming
the covering for ane sec-
tion of the bales, much of
the history of painting is
confnined within this de-
ceptively muse subject.

In semaller paintings, Sultan focused on
tractor or machine parts, on hoses, on re-
flective taillights. Unnataral colors were
favored, as in the bright blue of & plastic
container in frrigention Hose {2004

Sultan straddbes realms: from thie self-
comainment and composure of Walier
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Waon Sutan, Spowry ales, 2002, egy Tempers on parsl,
47" x4, Tior de Magy.

Murch’s machinery still lifés 1o Cather-
ine Murphy's sometimes perverse explo-
rations of subject maner w Gerhard
Richter's musings on the relation be-
tween realism and absoraction. Suban’s
paintings can seem nearly photorealist
from o distance, but up close and in fasci-
nating contrast, their fine lines comprise
almost pestural passages.

—Cynthia Nodelman

Subhankar Banerjse, Baar Dat | 2000, witrachramd prind, 307 1 41",

Subhankar Banerjee

Barald Pelers

Subhankar Banerjee's expansive, crys-
talline views of the Arctic National
Wikilife Refuge first goi wide public ex-
posune in 2003, when Senator Barbarn
Baxer (De-Calif, b used them to argue

Gerald Pefers

effectively against drilling for oll in
northeastern Alaska, These powerful
photographs were shown here in Baner-
jee's first sobo gallery show,

Borm in Indhi, the self-taught anist
bepgan a5 a scientist before switching 1o
sat. The 30 large- format, unmanipulated
photographs on view here vividly
document &n arduous two-vear,

4. 000-mile jorrney begun in 2001
in which Banerjee traveled with a ma-
tive guide.

Tovcapture Bear Den §, an image of
a tunnel freshly dug oud of gleaming
anow surmounded by big and lite
polar-bedr paw prints on a heminoas
frosty plain, Banerjes spent 28 days in
 tent in minus-T-depree weather
u-:u[in; fior the mother and her cub
o beave.

More tvpical were broad aerial
shvots of mountaing, rvers, lakes, and
plains undergoing seasonal changes.
Somie were punciusted by migrating
snow geese of curibou that, from a
soaring vantage point, read more as
absiract patterns against the grousd. The
vivid cobors were a surprise—whether
the tangenne sky of o sunrise in an jce
fog ower grazing miack ox or the saturabed
blue water splicing burmil lerri-cotta
swirls of land in an abstracted composi-
tion evocative of paintings by Amont
Tapies. These images, summoning a
s of the sublime in the imdition of
I'h-century American landscape paint-
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ing, silently refuted the government s
stance that this terrain is a “flat white
nothingness." —Hilarie M. Sheeix

Edwin Schlossherg
Ronald Feldman Fine Arls

At this mament i history, “culoure™ 15 &
|:uar1'.ir.:nla.|'l1|.I trouhlesome term for Edwin
Schlossberg. Is culture o shared experi-
ence] A product of mutual consent? Or a
standard imposed by instinsions? These
wene just o few of the questions raised in
Schlossberg's exhibition “Reflecting on
Culre,” a serics of some 50 1exi-heavy
meditations alfixed 1o highly polished
aluminem panels resting on a namow
ledge lining the gallery's walls.

Om one hancd, the works functioned as
mirrors, reflecting back the medience
caught wandering through the gallery.
On the other hand, the word-heavy works
required substantial reading time; they
were b0 much 1o be absorbed while
standing in a public space. Often, the
bong-winded hailous—packed with well-
intentioned phrases (“Our thinking, our
maals, have been focused on the scarcity

Edwin Schinssherg, Cammunify sbone searsify 2004,
whehed pory-palished aluminum, vyl bethering
acrylic painl, 24 1 387, Rosald Feldman Fine Aris.

of ohjects neaded to survive™) or banali-
ties (A soup w0 amazing that we did not
know the recipe’ }—seemed more poctry
than visual ar. But, even o an engaged
viewer the awkwarnd esthetscs of Schioss-
berg™s casual production valwes (includ-
ing choesy vinyl lettering and arbitrary
fonts poorly applied w the annoyingly
shiny surfaces) often stood in the way of
appreciation of his mone subtle pofnts,

This tactic, i intentional, was surpris-
ing coming from a formidable pionecr in
exhibition design. Schlossberg is noted
for his sophisticated miensctive muhi-
medin presendations fior the American
Family Immigration History Center at
Ellis Fdand and the Sony Wonder Tech-
nobogy Lab. Here, his use of mirmors gave
the only glimpse of his savvy under-
standing of viewer rssponse,
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