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Peter Rostovsky, Epiphany Model 5: Expedition, 2004, mixed media, 52 x 72”. 

Like an excellent summer blockbuster, this exhibition has a pedigreed producer (the Walker Art Center), an 

accessible theme (post-1960s realism), a large cast (over fifty artists), and many stars of its genre (Ron 

Bechtle, Vija Celmins, Chuck Close, Thomas Demand, Sam Taylor-Wood, and Robert Gober). Featuring 

seventy-two paintings, sculptures, drawings, photographs, and videos, the show is rich with arresting twists 

on the humdrum: a garbage bag made of marble (Jud Nelson), a bee crafted from clay (Tom Friedman), an 

eight-foot-tall bronze milk carton (Jonathan Seliger), and a miniature working elevator (Maurizio Cattelan). 

The most compelling artworks move beyond questions of craft into more ominous territory. Leandro 

Erlich’s Subway, 2010, features a heavy stainless-steel subway door set into a wall. It is fitted with a 

“window” that appears to lead into the next car, where three commuters sit dully staring ahead as the train 

rattles on. Since the window is actually a video on loop, we know the trio is trapped and has nowhere to go. 

Rudolf Stingel’s ten-foot-tall greyscale portrait of himself as a young man,Untitled, 2010, is dark and 

monumental. Painted to look like a beloved, well-worn photograph, it is an elegy to youth and its brevity, as 

well as to the tradition of painting as a meaningful form of representation. Peter Rostovsky’s two-

part Epiphany Model 5: Expedition, 2004, includes a painting of a snow-covered mountain range rendered 

so faithfully it causes one to shiver. In front of this, atop a pedestal, sit two figurines—hikers—contemplating 

the sublime world dwarfing them. The scene is extraordinarily beautiful, yet the dissonance between man 

and nature is unnerving. The artwork, like many in “Lifelike,” makes the familiar strange. 

— Kate Green 
 
All rights reserved. artforum.com is a registered trademark of Artforum International Magazine, New York, N 
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What's  So  Bad  About  Copying?
An  Art  Gallery  Scrutinizes
Unoriginality
By  Steven  Heller

New  York  art  space  P!  is  devoting  six  months  to  imitations,  rip-­offs,  and  reproductions.

Peter  Rostovsky's  Night  Blossoms,  a  Photoshop  painting  created  on  Wacom  tablet

Is  it  possible  to  have  an  original  conversation  about  copying  these  days?  After  all,  it  was  Picasso  who's
thought  to  have  said,  "Good  artists  copy,  great  artists  steal."  And  it  was  in  the  early  20th  century  that
the  influential  typeface  designer  Frederic  W.  Goudy  wrote  that,  "The  old  fellows  stole  all  of  our  best
ideas."

But  as  those  quotes  suggest,  unoriginality  can  be  valuable.  That  idea  is  part  of  what  the  new  gallery  P!
(334  Broome  Street,  New  York)  will  explore  over  the  next  six  months,  with  a  series  of  discussions  and
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exhibitions  centered  around  the  volatile  theme  of  "copying."  As  a  principal  of  the  New  York  graphic
design  firm  Project  Projects,  Prem  Krishnamurthy  started  P!  to  address  issues  in  art  and  design  that
are  otherwise  under-­discussed  by  the  mainstream  art  world.  Like:  What,  exactly,  is  copying?

Legally,  plagiarism  is  taking  the  creative  ideas  of  another  and  selling  and/or  publishing  them  as  one's
own.  But  even  this  definition  is  subject  to  considerable  room  for  interpretation.  Krishnamurthy  is
using  his  gallery  space,  in  part,  to  examine  that  copying  not  as  a  did-­you-­or-­didn't-­you  act,  but  as  a
spectrum  of  gradients  rooted  in  three  questions:  In  what  context?  Through  what  means?  To  what
end?

"What  is  labeled  as  a  'copy'  depends  very  much  on  both  cultural  and  political  questions:  who  is  doing
the  naming  and  what  they  gain  from  it,"  Krishnamurthy  says  in  an  email.  "The  boundaries  are  very
fluid  and  are  often  determined  personally—and  in  the  case  of  the  law,  the  edges  of  what  is  acceptable
often  follow  the  interests  of  those  with  the  most  cultural  or  economic  power."

The  first  phase  of  Krishnamurthy's  planned  six-­month  cycle  of  exhibitions  and  programs  will  center
on  a  reading  room  created  by  the  designers  Rich  Brilliant  Willing.  The  space  will  host  twice-­weekly
discussion  groups  that  look  at  specific  texts  on  copying  from  scientific,  art-­historical,  legal,  literary,
and  architectural  points  of  view.  Speakers  on  the  schedule  range  from  BuzzFeed  editor-­in-­chief  Ben
Smith,  who  will  talk  about  memes,  to  the  curator  of  the  Museum  of  Chinese  in  Americas  and  a
researcher  from  the  Metropolian  Museum  of  Art,  who  will  focus  on  historical  and  contemporary
copying  in  China.

This  discursive  program  lasts  through  February  and  sets  the  stage  for  P!'s  second  act,  which  kicks  off
in  March  and  will  consist  of  five  one-­month  exhibitions.  Again,  art,  design,  architecture,  music,  and
more  will  be  juxtaposed  and  take  into  account  copying  and  repetition  in  unconventional  ways.  "In
addition  to  showing  artworks  and  finished  pieces,"  Krishnamurthy  says,  "there  will  be  works  that
recur  in  different  versions  between  exhibitions,  a  fragmentary  copy  of  a  recent  show  that  took  place  in
New  York,  the  premiere  of  a  proposed  platform  for  distributing  low-­cost  art,  a  monographic
exhibition  that  will  be  footnoted—literally—with  its  very  sources  and  appropriations,  and  more."

Why  tackle  these  issues  now?  For  one,  the  Internet  has  brought  the  question  of  copying  to  the  fore
more  than  ever  before.  It's  now  so  easy  for  something  that  exists  in  one  context  can  be  easily  remade
elsewhere  in  the  world  either  by  accident  or  deliberately.  And  only  recently  have  graphic  designs  been
accepted  as  an  individual's  intellectual  property.

But  also,  copying  is  timeless.  "Some  scholars,  such  as  Marcus  Boon,  would  argue  that  copying  and
imitation  are  essential  characteristics  of  human  life—that  you  cannot  have  creative  action  without  it,"
Krishnamurthy  says.  "We  never  begin  with  a  blank  slate;;  there  is  always  something  before  us.  ...  For
most  of  our  human  history,  the  study  of  art  consisted  of  learning  from  one's  masters  through  copying.
Only  very  recently  do  we  think  of  originality  and  innovation—nevertheless  contained  within  a
carefully  circumscribed  discourse,  tradition,  and  frame—as  being  the  primary  value."

Krishnamurthy  is  one  of  a  growing  number  of  design  entrepreneurs  who  have  pushed  beyond  the
traditional  boundaries  of  their  field  into  alternative  communication  platforms.  Rather  than  just
inhabiting  the  online  social  media  "space,"  he's  retrofitting  the  old  fashioned  storefront  "to  start  an
ongoing  dialogue  about  value—how  we  determine  the  economic  and  cultural  worth  of  certain  objects
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and  ideas,"  he  says.  "What  is  it  about  the  unique,  the  iconic,  the  so-­called  original,  that  we  still
worship?"  The  name  P!,  he  explains,  stands  for  many  things,  and  works  on  multiple  levels,  one  of
which  is  it's  emotional:  "Excited,  enthusiastic,  and  ready-­to-­roll."  The  sentiment  may  be  old,  but  it's
in  a  very  new  place.

This  article  available  online  at:

http://www.theatlantic.com/entertainment/archive/2013/02/whats-­so-­bad-­about-­copying-­an-­art-­
gallery-­scrutinizes-­unoriginality/272955/
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Prow and Anti-Prow 
 
3/19/10 
Sara Meltzer and Art in General 
Jan 20 – Mar 20, 2010 

By Aileen Burns 

PROW refers to the collaboration of artists Peter Rostovsky and Olav Westphalen, modeled after the organization 
of film studios. Recognizing that contemporary art, like filmmaking, involves many hands and minds, they strive to 
publicly acknowledge this multiple authorship. Rostovsky and Westphalen propose that we recognize the 
contributions of people with specialized skills or ideas in less easily numerated ways than regular wages, and 
everyone who helps make the installations is credited. 
 
The pairing's two exhibitions in New York, Prow: The Prequel at Sara Meltzer and Anti-Prow at Art in General, 
draw on conventions of narrative film. In both, visitors to the show become the protagonist, led through time and 
space by a sequence of events. The drawings that line the walls of both galleries provide the subject matter of the 
shows' story. However, unlike typical narrative film, the ending of the story is not evident.  
 
At Sara Meltzer, the show was set on a six-minute loop. Entering the space, a mechanically rigged cello and violin 
filled the gallery with a single minute-long note. The house lights dimmed, and a flickering fire of spotlights and 
fabric blowing in circulated air turned on for one minute. When the gallery lights came up, the audience had four 
minutes to view the exhibition's six ink and watercolor drawings, which took their imagery from a free online archive 
of 3D models. The original authors of the models are credited alongside the collaborators and assistants who 
contributed. The content of the pictures ranged from a plane crash to a planter filled with exotic flowers, to a man 
suspended by a crane in front of a green screen. The drawings resemble set designs and or prop diagrams for a 
movie, each an episode unto themselves. 
 
The show at Art in General shares formal components with the Sara Meltzer gallery; a unifying wall treatment, a 
series of drawings produced by multiple authors; an eye-catching sculpture in the center of the space. Instead of a 
linear and controlled time-based experience for viewers, multiple temporalities and ideas are available at once. The 
artists wheat-pasted the back gallery with print-outs of manifestos from sources ranging the political canon: Marx 
and Engels' Communist Manifesto, to fashion news, "Karl Lagerfeld Delivers His Fashion Manifesto," and PROW's 
own manifesto, which highlights their inclusiveness: "interventionist without hubris, and entertainment without a 
laugh track." 
 
A series of black drawings are layered over the historical documents and depict historic figures in very public death 
scenes. Lenin, Mao, and Che lay in state beside a represented Cobain's suicide. Drawings duties were divvied up 
by Rostovsky and Westphalen, who respectively have clean and sketchy styles. There's an interesting triangulation 
of public space, the artist's mediated but singular pronouncedly singular interpretation, and the romantic hero. The 
artists also resist a hierarchy of icons and ideas that tests the notions of meritocracy. 
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Author: Eva Díaz 

01.22.10-03.20.10 Art in General 

 

PROW, Pyre (detail), 2010, aluminum, polyester, theatrical lighting, industrial fans, electric equipment, cello, violin, various 
technical parts, dimensions variable. 

How might artists position themselves between entertainment culture and traditional techniques of 
representation such as drawing? How might those different possibilities map onto the display practices of 
commercial gallery venues or nonprofit art spaces? Peter Rostovsky and Olav Westphalen, collaborating 
under the name PROW, challenge conditions of spectacularization that entangle artistic practices, 
paradoxically by adopting elements of the most successful model of collective media production: cinema. 

In “PROW: The Prequel,” the foyer of Sara Meltzer Gallery contains a series of light boxes displaying 
posters for sequels to nonexistent movies such as a slasher pic titled Pet II and the disaster flick Iceberg III 
(mischievously tagged MATTER HAS A MIND . . . ONCE MORE). Lining the main gallery’s walls are 
six watercolors appropriated from Google’s open-source 3-D modeling software. The drawings, each hand-
rendered by one of the two artists, adopt an eclectic range of imagery conjured by wiki-culture’s 
anonymous users: a floating baby, a stunt actor hoisted aloft in a green-screen environment, a staged plane 
crash. The exhibition’s central kinetic sculpture, Pyre, 2010, is an agglomeration of B-movie gimmicks: As 
the lights dim, a dramatic chord is struck by a mechanized cello and violin, activating a phalanx of 
industrial fans that raise a curtain of theatrically lit fabric into a simulacral fire. 

Replacing the gadgetry of Pyre, the central sculpture in the “Anti-Prow” exhibition at the nonprofit Art in 
General is a Tatlin-like monument consisting of an interlocking group of red ladders surrounded by walls 
papered with historic political and artistic manifestos. On each wall is a framed graphite drawing of an 
iconic public death scene (split along its vertical axis, with one side rendered by Rostovsky and the other by 
Westphalen): the bodies, lying in state, of Lenin and Mao, the corpses of Kurt Cobain and Che Guevara 
surrounded by police, and the victims of the Jonestown massacre. Like its Chelsea counterpart, “Anti-
Prow” addresses a set of questions about the value of artistic labor—this time by taking up the legacy of 
political activism, and representations of politics, in the visual arts. 
 
“Prow: The Prequel” is on view at Sara Meltzer Gallery, 525–531 West Twenty-sixth Street, until 
February 27. 

PROW 
Artforum.com 
February 3, 2010 

 

















































































Cabinet, Winter 2001
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