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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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MARC HANDELMAN /7 ARTHUR OU /
PETER ROSTOVSKY

This unconventional vest-pocket space continues its six-month investigation into
copying versus originality. A big, glittering painting by Handelman lacks any trace of
the artist’s hand—its cool, crystalline, ground-glass veneer suggests it was produced
mechanically, although it was not. Rostovsky composed his paintings of flowers, and
of a protester on fire (obscured by a large red rectangle), on a digital tablet and made
the files available for free online: they are presented here as elegant light boxes. Ou
is the show’s lone photographer yet he contributes its most painterly works: two
black-and-white images in which ribbons of graffiti, sprayed onto wood and paper,
twitch like live wires. Through June 9.

P!

334 Broome St, New York, NY

For more information, visit p-exclamation.org
p-exclamation.org
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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/

Copyright © 2013 by The Atlantic Monthly Group. All Rights Reserved.
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SARA MELTZER GALLERY/ART IN GENERAL

We all now know better than to believe in the myth of the artist work-
ing alone in her studio. But what of the supposed alternative, the idea of
a collective happily plugging away on a shared project? PrROW, a col-
laborative entity whose name is a combination of the initials of the
group’s primary constituents, Peter Rostovsky and Olav Westphalen,
staged two separate exhibitions in New York this winter. Both shows
were produced by, and dealt with, cooperative enterprise. But whether
they were promoting or satirizing it remained intriguingly ambiguous.

PROW claim that they are modeled after a Hollywood production
studio, but with one exception: They have no hierarchy. (To realize
their projects, PROW are assisted by a large cast of helpers, all of whom
get credit.) The show at Sara Meltzer Gallery was titled “The Prequel”
and opened with light boxes of fake movie posters advertising sequels  ppow pyre. 2010,
to nonexistent films, e.g., [ceberg I11: Evil From Below, 2009. A hilar-  aluminum, polyester,
ious send-up of hackneyed graphic design, the posters are also an obvi-  theatrical lighting,

: . . . . industrial fans,

ous comment on Hollywood’s proclivity for mindless seriality catering ¢ ocyrical ——
to the lowest common denominator. Yet the posters seemed to encour-  cello, violin, various
age viewers to revel in such forms of humor, condoning art as enter-  technical parts.
tainment and setting the stage for the spectacle that followed. Behinda ~ 'Staliation view.

Sara Meltzer Gallery.

white curtain, the main room
held Pyre, 2010, a sculpture
made of electric fans and polyes-
ter sheeting. Its apparent drab-
ness was promptly reversed as a
mechanically rigged violin and
cello struck a triumphant chord
(partly inspired by the Mac start-
up tone), the room went sud-
denly dark, and the fans whirred
to life, blowing the polyester
flames, lit by orange and red
spotlights, into the air. The con-
vincingly lifelike instant bonfire
resembled a funeral pyre, though
who or what was dead (the
author? Pure, unmediated expe-
rience?) remained unclear.

With the lights up, the draw-
ings surrounding the fire seemed




more in keeping with the film-production concept. Watercolors depict-
ing wire-frame models based on found images posted on the Internet by
users of Google’s 3-D modeling software often suggested movie prem-
ises: a plane crash, an obstacle course, a floating baby. The claims of the
press release that the appropriation of these images means that PROW
are celebrating “the utopian dream of an open source ‘wiki-culture’”
didn’t quite hit home. The oblique meaning of the drawings and their
generic look instead seemed to refer to the general descent into mediocre
blandness for which we have the culture industry to blame.

Concurrently, PRow mounted a tighter show at the nonprofit
institution Art in General in New York’s Chinatown. In contrast to
the work at the aforementioned commercial gallery in Chelsea,
which took aim at a capitalistic, image-saturated society, this show,
titled “Anti-Prow,” tackled communistic ideals. Walls papered with
manifestos here surrounded the central piece (Monument, 2010),
which comprised several metal ladders painted bright orange and
piled together in a mass that goofily riffed on Vladimir Tatlin’s Monu-
ment to the Third International. Five exquisite-corpse drawings—
Rostovsky and Westphalen each drew half—depicted actual famous
corpses such as Kurt Cobain, Che Guevara, and victims of the Jones-
town massacre. Framed by the manifestos, the drawings highlighted
the futility of radical chic. A tenet of feature filmmaking is to keep
the audience guessing, and in splitting the task of rendering these
icons, a surprising third element emerges—the rough, rapid hand of
Westphalen complements Rostovsky’s cool dexterity, resulting in
moving, strikingly human versions of the grim scenes we’ve all seen
many times before.

With the work at Art in General alluding to failed leftist movements,
and that at Sara Meltzer emanating an air of jaded fatigue with corpo-
ratized media, one might think the two shows would leave viewers in
a state of pessimisistic despair. Not so! By embracing art as entertain-
ment but resolving not to underestimate their audience, Prow pulled
off an enviable trick: Not only did they keep the audience guessing,
they left them wanting more.

—Claire Barliant
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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.



PROW
Artforum.com
February 3, 2010

PROW
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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 111
(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.




Man in Space 2008
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STILL

Asingle frame - of film or video, a photograph, or digital capture - is the most concise and expressive increment of our
mediated lives. Possessing distinctly nuanced associations, video stills, photographs, and film stills function as forms of
representation quite different than a moving image, because a still image is a still in contrast to and therefore defined by
the moving image. Peter Rostovsky: Stillis staged as a series of moments and slices of history - both personal and art
historical - that allude, through the medium of painting, to tensions between man and nature. A gymnast caught in
midair, a military airplane suspended above the sea, and a dog jumping through several rings of fire - these are a few

of Rostovsky's painted stills that capture human power and vulnerability in contemporary life.

Still focuses on several recent bodies of Rostovsky's work, starting with Epiphany Model: Photographer 2 (2008). This
most recent piece from the artist's Epiphany Models series, presents a landscape painting in dialogue with a three-

figure - a self-portrait of the artist as The landscape painting-3-D model combo draws on
the contrast between the hgure and luminescent landscape typical of German Romantic painter Caspar David Friedrich.
However, in a play on Freidrich, Rostovsky literally removes the figure from the ground by pulling the figure out of the
picture plane and into the sculptural realm. In the case of Photographer 2, where the figure wields a camera, photogra-
phy metaphorically becomes an extension of painting. Or one can pose, in Rostovsky's work, does painting instead
become an extension of photography?

In Rostovsky's practice, images are mined from any source media from which still images can be captured, including
his own photographs, found material from television, film, and the web. These images are then reworked digitally to
produce a heightened representation of an object, landscape, or figure whose aura is emphasized through adjustments
in tonality and colorization. For instance, Floating Gymnast (2010) is painted against a darkened background from which
all detail has been removed creating the sense that our levitating man is backlit. In this way, Rostovsky makes these
found images his own - adding a layer of poignancy to these balancing acts as they are caught in a still moment, before
the fall. A second layer emerges in thinking about Rostovsky's care in reclaiming found images that risk being thrown
away. Is it an act of collecting, an archeology, or a minor history culled from so many isolated stills?

Cat'’s Cradle (2008) hearkens back to an earlier, ongoing series called Significant Objects. All of the objects - a lava
lamp, Rubik's cube, and a disco ball - can, with a longer gaze, take on more abstract qualities. Cat's Cradle is based on
an image from a guide to making cat's cradles found on the web (where the original image is subtitled, “10. Keep
pinching the X's and pull your hands apart’). In Cat's Cradle, the symbolic meaning is suggestive of the interdependencies of
contemporary life, specifically in the realm of the economic relationships that contributed to the recent economic crisis
that coincided with the making of the painting. Here then the artist alludes to the social as well as to the political but in
the language of allegory and symbol. Painted in Caravagesque tones Cat's Cradle becomes as much a metaphor for
collaboration as it does for total interdependence and mutual entrapment.

Rostovsky's X-ray series diverges from the approach of many of the paintings presented in Stifl, in that most of the
works in the exhibition involve a broader palette, and function as realistic and generally resolved images. In the X-ray
series however, Rostovsky has painted blue and black portraits of x-rays of paintings that reveal hidden, always invisible
layers beneath the paintings as well as their physical understructure, like primer, stretcher bars, and nails. Rostovsky
describes the impulse to make these x-ray paintings as a “futile search for the soul of traditional painting, as if searching
for the soul of a person through an autopsy.” This interest in the ephemeral, hidden qualities of painting is central to
Rostovsky's practice, and makes visible the constantly shifting balance between power and vulnerability, even within an
individual. While these tensions forecast loss of history, stability, and power over the natural world, they also generate
beauty, just like Rostovsky's melancholy x-rays that search for the invisible, indeterminate and hidden that lurks behind
the surface of every painting.

— Sara Reisman, Guest Curator



CREATIN G
THE NEW CENTURY

Contemporary Art from the Dicke Collection




Swimmer with Goggles is part of the Swimmers serics tht occupied me from 2004 to 2006. This body of work marks my
return to a more humanistic and painterly approach in m: practice. Derived from photographs of swimmers taken in Nice
and at local New York beaches, each painting simultancouly serves as a study of local light and color as well as an individual
rtrait of the swimmer. Here each person is caught in a mment of isolation, meditative repose, or concentrated effort. Each
is adrift, the endless expanse of water acting as much as anetaphor for life as it is for the medium of paint itsclf.

 Rostovsky's talent for realism has presented tself in a
imber of subversively surreal ways. He has made quirky and
i involving painting, sculpture, and film.

from the portraits he positions the objects of their gaze—
allpaintings of sunsets or the sun breaking through on a
dy day We can walk through the subjects'line of vision,
we cannot see their faces or eyes. The Epiphany Models
mixed media installations in which six-inch-high sculptural
res of hikers are positioned on pedestals from which they
ograph ullscale paintings that echo the sublime landscapes
the Hudson River School. Rostovsky uses his facity with
int to ask questions about realty and perception and to
udge the viewer out of the comfort zone of easlly

Creating the New Centu
Contemporary Art from the Dicke Collection
The Dayton Art Institute

catalog essays by Ellie Bronson

olor from gray to biue and green. While the subject of water

may recall Vija Celmins’s: painstakingly realistic crawings and
prints or Roni Horn's darkly forbidding lithographs of the
Thames, Rostovsky's Swimmers is a jump ahead in evolution—
there are people. They swim determinedy or float, lone or
in groups, borne along s if held in Utero by the ocean.The
surface of Swimmer with Goggles shimmers between depth
and flatness, mirroring the optically impenetrable sea. Here:
there is nothing of the irony or humor of the artists previous
work;this time he depicts real lfe, inviting us in to share a
moment of contemplation with his swimming subjects;

1 Max Herry Peter Rostovsy” Time Out New York. o 439, February 26-March 4,
2004,

2 Ken Johnson,Peter Restausky: Delge” New YorkTimes, March 12,2004, Artin
Revew sec.



THE NEW YORKER, FEBRUARY 9 & 16, 2009

PETER ROSTOVSKY

The artist has spent a decade meditating on me-
diation in art. The oil-on-linen works in his début
at the gallery are all based on photographs; some
were shot by Rostovsky; others he scavenged on-
line. Gymnasts hover, inverted, in space; a sports
stadium is depicted from an abstracting aerial
perspective; a gas burner glows, mandalalike, on
a stove. Rostovsky’s paintings owe much to Ger-
hard Richter (the hand that launched a thousand
conceptual Photo-Realists), but they nonetheless
offer insights into the mysteries of representation
once-removed. Through Feb. 14. (Meltzer, 525-531
W. 26th St. 212-727-9330.)
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Hudson (Show)Room

April 29 - July 18, 2004

Peter Rostovsky

by Kathryn Kanjo

Lush and realistic, Peter Rostovsky's canvases
straddle the realms of pure painterly

e and ironic mediation. Working

experi
from digital and composite photographs,
he creates imagery that ranges from the
sublime to the banal, questioning the point
at which one might become the other.

In many of his works, Rostovsky
describes a sweep of nature the naked eye
could not possibly take in. Transport Series:
Star Trek 1 2000) features a star studded

galaxy exploding with colorful hot spots
and points of light. The painting is an
yal of the universe,

awe

nspiring port
but its grandeur is deflated by the title’s
allusion to popular entertainment

Elsewhere, the artist inverts the process

rrie (200.

by clevating the ordinary. In Ca
blood drips down the face of the wide-eyed

It classic. By inserc

high-schooler in the

a pop-culture image into the rarefied
y suggests that

context of fine art, Rostovs|
miliar emblems of our times might soon

become the markers of history.
Rostovsky's paintings modernize and

complicate traditional notions of artistic

representations of the sublime. In the oval

canvas in Epiphany Model - The Meteor

Shower (2004), a night sky above a mou

is lt by streaking metcors. We

tain valle
are joined in viewing the painting by two
diminutive but scale-appropriate hikers on
arocky perch depicted in a sculpture placed
on a pedestal two feet from the canvas. In
ironic update of the German Romantic

tradition, the viewers are literally removed
from the scene that dwarfs them. Rostovsky's
figures— viewers and viewed at once—
contemplate both nature and culture
cously. In Eclipse (2004), the

simulta



largest work in the exhibition, wispy flames.
peck out from behind a darkened moon,
constituting a monumental ode to a natural
phenomenon that, unassisted, we would
never be able to see with such clarity.

Four canvases from a series inspired

by a trip to Nice, France, feature isolated

swimmers in rippling expanses of blue
water, In Large Swimmers (2004; see detail
on facing page), five figures dog paddle in 2
circle—serious, isolated, and detached, like
the figures in Epiphany Model 4: The Meteor
Showwer. Suspended in the infinite ocean,
they communc with nature as nature scems
to consume them.

In Rubik's Cube (2004), Rostovsky treats
the popular puzzle with the same reverence
as the mountains, stars, and ocean. The
cube’s familiar colored squares loom against
ahushed, hazy-white background, the
presentation transforming it from the banal
to the sublime and, once again, challenging
the assumed distinction between the two.

Katbryn Kanjo is executive director of Artpace.

Born in St. Petersburg, USSR (now Russia),
in 1970, Peter Rostovsky moved to the US
in 1980, He received a BA and BFA from
Cornell University, Ithaca, N, in 1995. He
participated in the Whitney Museum
Independent Study Program in New York,
NY, the following year. Solo exhibitions of
his work have been held at The Project,
New York, NY (2004); Galleria Maze, Turin,
Italy (2002); and James Harris Gallery,
Scattle, WA (2001). He participated in the
Prague Biennale, Prague, Czech Republic, in
2003 and in exhibitions at SMAK, Ghent,
Belgium (2001), and White Columns,

New York, NY (1999).
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PETER RosTovVsky

b. St. Petersburg, Russia, 1970

w. Ithaca, New York, 1991-1995; Brooklyn, New York, 1995-present

RUSSIAN-BORN, BROOKLYN-BASED artist Peter Rostovsky manufac-
tures situations in which antediluvian and contemporary worldviews
collide, effecting a sort of visual eulogy of the human condition. The
artist studied at Cooper Union Art School, Parsons School of Design,
and Cornell University and is an alumnus of the Whitney Museum’s
Independent Study Program. His stiff, hyperrealistic works, such as
those from the Epiphany Model series, function as a collective homage
to, and a poignant deconstruction of, classical notions of the sublime,
specifically modern man’s intellectually irreconcilable relationship
with the natural world. In this respect, the artist could be considered
a slightly cynical postmodern illusionist.

Rostovsky produces consistently hallucinatory works, be they

paintings, sculptures, or hybridized pendant objects. He places great
emphasis on artificiality in hue, form, and perspective, enhancing the
rift between human beings and nature. In the hybrid painting/sculpture
Epiphany Model 5: Expedition (2004, plate 153), to date, the most
recent work in the Epiphany Model series, Rostovsky finalizes this act
of separation. He renders his human subjects, two climbers, as a dis-
crete sculpture on a pedestal gazing at a picturesque landscape of stately,

ice-capped blue mountains mounted on the wall a few feet away. Both

figures wear climbing gear, and they appear atop what looks to be a
mountain summit. The landscape before them is vast, generalized, and
sweeping. The figures and mountaintop, amalgams of paint, Super-

Sculpey, and other materials, are comparatively tiny and festooned in

meticulous detail. This disparity in scale and specificity sets the stage

for an existential drama played out in the empty space between the

climbers’ perch and the daunting mountain chain that spreads before
them in the distance.

If Epiphany Model 5 indeed depicts an attempt to confront nature,
Rostovsky’s subjects are faced with the truly celestial grandeur of their
failure. Such an interpretation dovetails with traditional notions of the
sublime as outlined by Edmund Burke in A Philosophical Inquiry into
the Origin of Our Ideas of the Sublime and Beautiful (1 . Burke

portrayed encounters with the sublime as awe inspiring, even terrifying

experiences, and if viewed from behind the pedestal, this reading of
Epiphany Model 5 is appropriate. The men appear miniscule, dwarfed
by the landscape and frozen in the stance individuals might assume
after having surrendered their free will.

When viewed from the side or in front of the pedestal, however,

the work takes a decisive philosophical turn. From these perspectives,
the spectator suddenly gains access to visual cues that complicate what
once appeared to be a straightforward encounter with the sublime.
Neither climber responds to the majestic landscape in ways that are
characteristic of sublimity—that is, with some combination of wonder
and trepidation, fright and acquiescence. One climber looks like he

might be physically weary ... or ... is he just plain cocky? He is seated

a
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casually, his legs dangling over the edge of the summit like he does th
sort of thing every day. The other figure stands at firm attention, arm
crossed over his avalanche pole, as if contemplating the task set befor
him—of bridging the physical gap between himself and the distant

ation either of

landscape. Epiphany Model s, then, is not a manifi
romanticism in the classical sense of being mesmerized by the sublin
or of the naissance of a postmodern “rugged individual.” On the co
trary, the work is decidedly #nromantic, despite the painting’s affinig
with the Romantic landscape tradition in terms of light, composition
and perspective.

The sculptural element of Epiphany Model 5 speaks of a self-
imposed distance on the part of the climbers—an intentional subjug
tion of nature that ultimately reduces its power. While the fractured
physicality of the two-part piece could conceivably lament a disloca:
tion between man and nature, relegating the climbers to the status of
passive spectators, it also points to the innate and uniquely human
arrogance that resides in any attempt to commune with or conquer
something so obviously greater than ourselves.

Rostovsky uses a hybridized format and a similar mixed sentimel

in several works with an equally high degree of success. For example
Epiphany Model 4: The Meteor Shower (2004) consists of a resin

sculpture atop a pedestal—this time, a young man and woman ona

arrangement of the works, are very obviously mediated and constructed, 153.

hillside—placed directly in front of a painted landscape. Just as in

L . R almost synthetic. In actuality, the artist harvests his landscapes off the i s: Ex iti >tai
Epiphany Model 5, the subjects reflect individuated responses. The ’ - P vests his nndscapesolf the Epiphany Model 5: Expedition [detail], 2004

nternet, creating surreal panoramic impressions of locales that he Oil on canvas and Super-Sculpey, aluminum wire, wood, plastic, acrylic paint,
and Styrofoam flakes with pigment

Painting: 52 x 72 in. (132 x 182.8 cm)

Sculpture and base: 62 x 7 x 7 in. (157.5 x 17.8 x 17.8 cm)

Partial and pledged gift of Jeanne and Michael Klein

T2005.6.1/2-2[2

couple seems disenchanted by the celestial spectacle before them; one S~
himself has neve

seen firsthand. The conceptualization and proc

SS

could even surmise that they look downright bored.

of Rostovsky’s work has critical bearing on its impact: since his land-

The painted components of both Epiphany Model 4 and 5 speak

- . . s ) scapes are illusory and, ultimately, unrepresentative, contemplation on
of a cinematic or photographic artificiality through the use of a hyp P ! = P F

e part of the viewer is all the more complex and potentially futile.

realistic, almost garish palette. Shades of dreamy ultramarine and othg Proveriance: Commissioned and purchased at the requestof the museurn

Rostovsky’s image sourcing critiques the perceived immediacy by Jeanne and Michael Klein from The Project, New York, 2004

worldly cerulean blues dominate. These scenes, much like the physica
of the landscape, a form of artistic expression traditionally considered
spontancous. This creates a parallel between painting and photogra-
phy, which is, by its nature, more immediate than painting. Yet it is
common knowledge that even in photography matters of framing,
scale, angle, perspective, and format affect the end result, mediating
subjectivity and experience. Epiphany Model 5 is, to some extent,

| an indictment of the pervasiveness of the photographic in our society
“and the passive supplication with which images are received. We, like

[ Rostovsky’s climbers, no longer occupy the landscape much less par-

ticipate in or interact with it. We simply consume it.'

Anjali Gupta

NoTE

For additional information on Rostovsky, see Kelly Baum, “Peter Rostovsky,” Artlies, no. 43

(summer 2004): 108; Holland Cotter, “Glenn Brown, Julic Mchretu, Peter Rostovsky.” New

York Times, Jun: ooo; and Michacl Velliquette, “Notes on Peter Rostovsky,” available

at hupy/www.glassti

-.com/reviews/sa/ArtPace_Rostovskyhtm [May 5, 2005].

Epiphany Model 5: Expedition (full view and detail)
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atThe Project.

a dark day were out of luck. (In
fairmess, | should note that Mari-
oni offered to turn on the lights.

for me. | declined, and retumed

polychrome: Barbara
“plurichrome” hits home), they
dispense, as do monochrome
aintings, with figure/ground

relationships. But whereas in

e (and other manifes-
tations of e "abstract sublime’)
the picture pi

o figure, these, in
their relentless edge-io-edge
forward pressure, come at you

indeer the neutral white wall
as ground. A cradle that locates
s a few inches for-
ward of the wall heightens this.
effect. And the work's result-
ing deference to the gallery's
architecture, even more than ts
humoriessness, is ts greatest
liabilty. —Stephen Maine

Peter Rostovsky
at The Project
Over the past five years or 5o,

ky has produced
“Epiphanies,” an ifonic, narra-
tive-oriented series of works
consisting of small, sculpted
polymer-clay figures on pedes-
tals facing wall-hung landscape
paintings. In this recent exhibition,
he included a single example,
Epiphany Model: The Photogra-
pher (2006), whose eponymaus,
freestanding sublect is dwarfed by

ungainly posture associated with

October 2006

Selected from what appears to
ing series depicting
swimmers in generic, photogenic
moments, two paintings dated
show figures in endless
expanses of water. Tho 56-by-

these adventurous pursuts
0 pages of the some-
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Russell Crotty

at CRG

In the tradition of the livre
dariste, Russell Crotty obses-
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the end of the Kodak moment.

Several paintings from his cycle
of *biind" landscapes recall the
atmosphere of mid-19th-century
American painting and seem to
commemorate it with a record of
its vanishing: the landscapes of

is series fade ino grisaille, as
fivers, mountains and skylines are
softenied to a point near oblitera-
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Of the Painted Image
Miriam Cabessa | Seth Cohen | Peter Rostovsky

Though it has been said that Jews are a people of the book, not of the image,
even a cursory glance at 20th and 21st century artists, art historians, critics,
collectors and patrons, reveals the breadth and import of the contributions Jews
have made to the history of modern art. Many Jewish artists have expanded their
respective mediums, pushing the boundaries of conventions, expectations and
worldviews. The recognition of these contributions of the recent past and those
of living artists is essential to the health of cultural pluralism

Of the Painted Image inaugurates the American Jewish Museurn's investigation
and celebration of paintings by young Jewish artists, at different stages of their
careers, who contribute substantive works to the dialogue of 21st century artistic
practices. The work of the selected artists does not often directly reference
traditional iconographies or identities, nor is their program or motivation as
artists directly pointed toward Judaism. Of the Painted Image provides a unique
opportunity, for both the participating artists and the American Jewish Museum,
to explore the implicit expression of Jewish identities.

The invitation for this exhibition has been extended to three New York City-based
painters: Miriam Cabessa, Seth Cohen and Peter Rostovsky. They were invited
because they make vital and meaningful paintings and because their connection to
Judaism, as with many younger Jews in America today, is pregnant with questions
that likely influence who they are as people and as artists.

The great historian of Jewish mysticism (Kabbalah), Gershom Scholem

wrote, “There is a life of tradition that does not merely consist of conservative
preservation, the constant continuation of the spiritual and cultural possessions
of a community. There is such a thing as a treasure hunt within tradition, which
creates a living relationship to tradition and to which much of what is best in
current Jewish consciousness is indebted, even where it was—and is—
expressed outside the framework of orthodoxy.”

Mystics, as Scholem writes, are often on the fringe of the organized religion they
are involved with. They are inherently engaged with history, while continually
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Of the Painted Image continued

searching for new dimensions of that very tradition. The
question of meaning becomes paramount and that which claims
the highest authority is opened up through new questions and
investigations. To extend this model to artists working in the
larger, secular society is to see that they are not positioned so
differently from religious mystics. They too are individuals on
the outside looking out. They are, in a word, visionaries.

Throughout history, artists have been wed to the development of
the culture that they are a part of, progressively creating a world
filled with images that hold meanings for those who read them.
But cultural meanings are relative to the particular worldviews of
individuals, and are developed from ongoing social interactions,
negotiations and contexts. So that, when spoken about generally
the differences between cultures and groups of people seem
clearly defined (i.e. Jew, Christian, Muslim, Hindu, etc.), but when
spoken about more specifically or directly, the notion of fixed
individual and collective identities are exposed as constructions.
Life events that shape individuals and groups are always

more complex and nuanced than they appear at first glance.
Contemporary artists, across the board, are exceedingly familiar
with the idea that the purity or essence of cultural meanings and
artifacts are always relative, and always a hybrid product.

The notion of relative meaning and the association of artifacts to
general cultural categories are laid bare by the novelist Philip
Roth. In a recent interview in the Guardian, Roth reacts against the
definition of Jewish-American fiction assigned to his work, stating
with a staunch refusal, “...| don’t accept that | write Jewish-
American fiction. | don’t buy that nonsense about black literature
or feminist literature. Those are labels made up to strengthen
some political agenda. | don't read or perceive books in that way.
I'm interested in the object, the thing, the story, the aesthetic jolt
you get from being inside this thing.” Roth makes apparent here

that writing—the process, the history, the convention, the
expression of ideas through the form—is what is most crucial.
As a writer, he is concerned with good writing, just as painters
are concerned with good painting.

Of the Painted Image offers the experience of three vibrant and
expansive approaches to contemporary painting. Cabessa, Cohen
and Rostovsky have all developed specific processes, signs and
methods of generating meaning through the painted image. Just
as mystics are engaged with history while continually searching
for new dimensions of that very tradition, Cabessa, Cohen and
Rostovsky all have particular and refined relationships to the
history of painting and markmaking. The work in this exhibition
weaves in and out of concerns about painting as a viable
contemporary medium, making alternating pleas for submersion
and separation, for commitment and autonomy, for critical
distance and emotive wanderings.

Holding a central position throughout the history of Judaism is
the tendency to question the issue of identity itself. Allegiance to
the Jewish people is often a different question than allegiance to
Judaic religious practice; in fact many Jews in the world today
would define themselves as ostensibly secular. The American
Jewish experience is wide and varied, and the avenues of its
expression are exponential.

Of the Painted Image was developed with the hope that through
the encounter with the exceptional work of these artists, viewers
can develop a greater and more expansive understanding of what
it is to be a contemporary Jewish artist and what we envision
when we say Jewish art.

David Stanger, Curator
Director, American Jewish Museum






Greater New York, PSI/MOMA 2005

Lilian Tone

Peter Rostovsky
Bom n St Petersburg, Russia, 1970. Lives and works in
Brookyn

I his search for an iiom to capture the contemporary subime,
Potar Rostovsky has sought o reinvigoratathelanguage of paintng
by cross-referencing raditonal genre modls ., landscape, sil
e, poraitre) with an appropriated iconography of cinematic
offcts, featuring awe-inspiring cosmic vitas that evoke seamiess
space-time continuums. Rostovsky's proficent biending of such
codes has identfied painting as a medum fraught wih historcal
baggage, yet aiso as an effectve, even sloquent mediator of
distinct categories of percepiual oxperiences: most signifcanty,
perhaps, the condiions of immersion-contemplation on the one
hand and distaction-ambivalence on ha oiher. For Rostovsky,

' power (0 ranspeor us,
intllctually and experiontialy o another pace.

consists o a seven-foottall sicel column positoned at the center
of a circular dighal prin tht s placed diroctly on the floor When
ho viower walks around and/or thoughthe grounded digtalimage
(el a kind of nallucinatory distorton), the imaga reconsitutes
e, soomingly through some magicalactof prcepion, pon th

mitored surface of the stoal column. Refisctng upon an earter
work ffom 2003, Anamorphosis: Castle, Rostovsky scoured the

o
archive of pictures collectod by fremen. The image, of a buming

atmosphere while at the same tme alluing to Hans Holeins Tha
Ambassadors (1533), Rostovsky delights in his abilty t fabricate
avisual experince that becomas a metaphor forthe simtaneous
deconsinuction and reconstruction of panting

Lian Tone
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ART IN REVIEW

Peter Rostovsky

‘Deluge’

The Project

37 West 57th Street, Manhattan
Through March 20

At the start of Peter Rostovsky’s
third New York solo exhibition, a
pair of miniature hikers, neatly
sculptured and painted, stand on a
pedestal in front of an oval painting
that depicts a meteor shower over
Yosemite Valley. Are the hikers
gazing at the painting or at the
scene represented by the painting?
1t's a philosophically catchy play on
the Modernist tension between ma-
terial fact and illusory fiction in
painting.

In the main gallery there are
medium-large paintings of expan-
sive ocean surfaces, interrupted by
small heads of swimmers. Derived
from photographs, these, too, are
made with unassumingly capable
craft, and they toy cleverly with the
tension between illusory depth and
painterly flatness.

Echoes of Homer, Eakins and
Vija Celmins quietly reverberate in
the gallery. There is also a vaguely
ominous and slightly melancholy
mood, as if the swimmers were
being menaced by unseen sharks
(or, in Freudian terms, repressed
psychosexual energy). Or they may
just be drifting, like the rest of us,
on the endlessly streaming existen-
tial flux of modern experience.

KEN JOHNSON



The New Yorker
March 15, 2004

PETER ROSTOVSKY

Rostovsky’s paintings are jokes in the grand Amer-
ican tradition of landscape as a psychological pro-
scenium framing human activity. In his “Swim-
mers” series, lone bathers are isolated in vast but
tranquil seas, bobbing in compartmentalized lei-
sure. The viewer feels lost in the same ocean, hail-
ing friends who never turn to look. In “Epiphany
Model 4: The Meteor Shower,” a little pair of
sculpted hikers gaze at a sublime painted view of
Yosemite. Through March 20. (The Project, 37
W. 57th St. 212-688-4673.)
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Issue 439

Peter Rostovsky
The Project,
through Mar 20
(see 57th Street area).

s this show illuminates, Peter
A Rostovsky skillfully distills paint-

ing genres past and present, with
very littleof theirony thatsuchallusions
typically imply. His impressively varied
sources range from the 19th century’s
Hudson River School landscapes and
Impressionism to contemporary photo-
realism—from the influential Gerhard
Richter to the mysterious seascapes of
Vija Celmins. Although Rostovsky clear-
ly refers to such sources (and more), the
six paintings in this show are also based
on photographs of swimmers in Nice,
which he shot last summer during a resi-
dency at Monet's garden in Giverny.

Water is, unsurprisingly, the primary

subject of these paintings. Bathers float
singly, in pairs and, in the case of Large
Swimmers (2003), in a group of five.

Viewed up close, the cool, shimmering
blues give way to hot zones of gray ab-
straction. Step back and the imagery
echoes the tonalities of Monet’s rendi-
tions of the Rouen Cathedral. Dissonant
brushwork forms a human face from
patchesof piquant flesh-colored paint.

Peter Rostovsky, Large Swimmers, 2003

66 TIME OUT NEW YORK | FEB 26-MAR 4, 2004

In three dazzling paintings—
Woman Swimming, Swimmer with
Goggles and Girl Swimming—a golden-
haired grand dame revels in sunlight
like a plein air Sargent portrait,a game
fortysomething athlete straight out of
Fischl grimaces toward shore,and a nu-
bile bathing beauty evokes the
nudes of Boucher.

Thisis conceptual painting
par excellence, transmuting
the guilt associated with
painting in theage of mechan-
ical reproduction that’s driven
generations of artists to im-
port the snapshot, and later
the laptop, into the studio. In
his third solo show Rostovsky
proves that, like John Currin,
he’s a master manipulator
of a plastic medium, reshuf-
fling the deck of postmodern
painting with scintillating
results.—Max Henry
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faris mcreynolds

Roberts &Tilton

Los Angeles

An idiosyncratic cinematic sensibility pervades the
new series of watercolors and small-scale, mixed-
media paintings in Faris McReynolds's exhibition
Ifs a Rainy Day, Sunshine Girl, Nature ieself becomes
a protagonist racher than merely a backdrop in these
works. Here, McReynolds reduces the
10 the Symbolist lexicon of autumn; dead leaves on
trees and on the ground reveal a pervasive

atural world

psychological subtext of concepeual counterpoints—
decay/beaury, danger/comfore, personal/archetypal.
These are not exactly dualities, more like twisted
mecaphorical pai
establishing shors do in movies: chey set the tone for
the imminently unfolding narracive. But, in
McReynolds's case, they also fulfill a double role as
narrative ieself. In works such as Unsitled (house)

ings that accomplish exacely what

McReynolds employs an array of painting
techniques within a single image, the beccer to
effectively relate the scory on several levels ac once. A
reserved Fauvist chromatic sense is used in
portraying the accumulation of florid autumn leaves
on a house’s roof; an impressionist impasto gives this
mass a preternatural weightiness, thus registering
che drama of physical threat. The wide brushstrokes,
made with immediacy and drama, are individually
discernible, yet are in no way antagonistic toward
the cohesion of the image as a whole. The rest of the
house has a smooth, luminous quality that one finds
in Edward Hopper paincings; che walls are
constructed of a sort of lonely, warm and seamless
surface chac tips the balance further toward allegory
than representacion. The parely cloudy sky is as

v rendered as a Maxfield Parrish,
registering a benevolent presence and sus
work's overall dynamic of psychological depth and

Romantic and fine

aining the

complexity. McReynolds has developed through a
‘medium and scale change from his previous oversize
works on canvas without relinquishing any of the
natural storyceller instinces that make him a strong
voice for a return to allegorical figuration,

Faris McReynolds Uniited (house), 2004, il and ink on
canvas  olo e inchiostro su tela, 762x 91,4 cm.

tema celeste

Una peculiare sensibiliei cinematografica pervade I
nuova serie di acquerelli e dipinti di piccole

dimensioni, eseguiti con materiali vari, che Faris

McReynolds ha esposto nella mostra I7s « Rainy
Day. Sunshine Girl. In questi lavori la natura stessa,
anziché fungere meramente da sfondo, diviene
protagonista. Qui McR

volds riduce il mondo

le al lessico simbolista dell'autunno; le foglie

morce sugli alber € sul terreno sivelano un diffuso
significato psicologico nascosto basato su contrasti
concertuali: decadimentolbellezza,
pericolo/tranquillic, personale/archetipico. Non si
tracta esatcamente di dicotomie, ma di accostamenti
mecaforici contorti che adempiono la stessa funzione
delle scene iniziali dei film: stabiliscono il tono per il
racconto che s per svilupparsi. Nel caso di
McReynolds, peed, rivestono anche un secondo ruolo
narrativo. In opere come Untitled (huuse), Vartisca
uriliza una vasta gamma di teciche pittoriche
all'interno di una singola immagine — la soluzione
migliore per narrare efficacemente una storia su vari
livelli contemporancamente. Un senso cromarico alla
Fauves, ma trattenuco, viene scelto per ritrarre il
copioso accumularsi di foglie autunnali sul tetto di
una casa; un impasto impressionista conferisce alla
Toro massa una pesantezza sovrannaturale, indicando
cosi il dramma di un pericolo fisico. Le ampie
pennellate, realizzate con immediatezza e senso
drammatico, sono singolarmente riconoscibili ma

fon contrastana in aleun modo con limmagine nel

suo insieme. 11 resto della casa ha la qualied piacea e
luminosa che si pub trovare nei dipinti di Edward
Hopper: la superficie dei muri ha un che di desolato,
denso e uniforme, che orienta ulteriormente
Fequilibrio verso lallegoria anziché verso la
rappresencazione. Il cielo parzialmente nuvoloso,
romantico ¢ realizzato con una sensibilich alla
Maxfield Parrish, indica una presenza benevola e

sostienc la dinamica d'insieme del lavoro, basa

profonditi psicologica e complessi
Rispecto ai suoi precedenti enormi dipinti su tela
Vastista & cresciuto, cambiando ndic ¢ dimensioni,
senza perd rinunciare a quella naturale inclinazione a

che lo rende una voce autorevole nel ritormo

ione allegorica
Shana Nys Dambrot

peter rostovsky

ArtPace

San Antonio

Spalding Gray's monologue, Swinming to Canbodia,
chronicles one human being’s quest for the perfece
moment—the eransient point in which man feels
unencumbered by the self-imposed fitful drudgery
of the modern world and released from the very real
fear of death. For Gray, this moment could only be
ausained by shedding all incelleccual cynicism, along
with fear, by surrendering free will and submiting
0 the forces of nature. In a subtle way, che work of

Peter Rostovsky communicates a similar sentiment.

reviews

recensioni

Rostovsky captures moments in which ancediluvian
and modern worldviews collide without offering
firm conclusions. His works are a homage to and
deconstruction of classical norions of the sublime,
offering a porcrayal of man’s incellecually
ireconcilable detachment from the natural world.
Rostovsky's work also draws attention to the notion
of traditional landscape painting as “spontancous.”
In chis respect, a few of his picces read as a bic
cynical. He places grear emphasis on a certain
arcificiality in hue, form and perspective, and
distances the relationship between the human
subject and the scteing. This is most apparcn in
Epiphany Model 4: The Meteor Shorcer (2004), as
Rostovsky renders his figures as sculpeures who gaze
at a painted picruresque landscape. Despite its
hypermodern, almost carcoonish execution, che
work’s amplified arcificiality reinforces antiquated
conceps of sublimarion. At other times, the
relacionship becween subject and background is
scamless. Rostovsky's “Swimming” sries depicts

lucid moments of communion with nature that
border on transcendental. There is still a certain
sense of fragility to che paintings, but the figures
seem comfortable in both their isolacion and
submission. In these images, Rostovsky assumes an
omnipotent role, allowing his subjects bricf
moments of clarity—a reconciliation of sorcs with
nacure, perhaps, buc one further complicated (and a
lieele cheapencd) by repetition. Nonetheless, in this
particular microcosm, it wouldn'c be too far-fecched
o imagine the subject in Roscovsky's Girl Swimming
(2004) rounding the choppy Horn of Africa and
entering the placid waters of the Indian Ocean—a
solicary figure chasing the memory of Spalding Gray

on a spiricual quest for the perfect moment

Peter Rostovsky il Swimming, 2004, oil on linen oo su
fino, 96,5 X 1422 cm.

11 monologo di Spalding Gray A nunro in Cambogia
& la cronaca della ricerca, da parce di un essere
umano, del momento perfeeco — quell‘atcimo

flggente in cui cgli si sente affrancato dalle

autoimposte, incostanti fatiche del mondo
moderno e dalla concreta paura della morte. Per
Gray, questo attimo pubd essere colto solo

liberandosi di qualsiasi cinismo razionale e della

paura — rinunciando al proprio libero arbitrio ¢
sotcomettendosi alle forze della nacura. In modo

acuro, il lavoro di Peter Rostovsk:

y comunica un

sentimento analogo. Lartista cattura accimi in cui

reviews/recensioni 93
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defis all notions of what exactly should be there.
Like the great nineteenth-century painters of the
American landscape—Albert Bierstad and Thomas
Moras

Adams paincsteitory with enough room
for the imagination o nsert ideologica notions
of wildness, frcedom, and unbridied opportunity.
Missing from her image are any signs of human in-
habitation. There are no rustic armhouses or quaint
villges: you eannot see fences or lectric transmis-
sion lines; and there is no tangible evidence of cul-
tivation.Forall of the beauty, serenity, and spiritual
presence that Adams packs into her canvas, the
overwhelming sense that the core of the subject is
wholly missing prompts a decp fecling of forcbod-
ing and regret. Regardless of our desies, Adams
constructs images of places thatsimply cannot cxist
i the ety frs centuryin which she pins.

The primary subject of Peter Rostovsky's
Epiphany Madel 31 the areficality of the coneepts
that defne our relationship with the lindscape
(g 40). Hinting t the splendor ofsolation within
Natue, Rostovsky impishly sets his figure at the
very edge of a scemingly endless precipice. The
blanket of fog and the low cloud ceiling limit the
view 0 an infinte expanse of nothing, This con-
cealment underscores the role of human desite in
memories of the landscape: when there is nothing
10 see, the beautiful and sublime aspecs of nature
disappear. Rostovsky gives this work a inal,sting-
g conceptual edge by the precarious placement
of the figure. Is he about to step off the ledige into
e chasm and fll o his death? Plcing the hu:
figure it
for human choices about their interaction with the

ly on the pedestal serves as a metaphor

landscape. The artist forces the ssue by

wing s
“nothing” to see but our own uncertain situation
within the natural environment,

‘The notion that the landscape cannot cxist as
our collective memories would insist is central to
the painter Ken Moylan. His image M. Moran and
Thor Peak (fig 42) follows closely the bombastic
and romantic versions of the ninetcenth-century
American images of the West: brilliant coloration

A particular peak in Wyoming was named Mount
Moran because of the contributions by painter
‘Thomas Moran in cre
the region for the population of the East Coast.
Congress purchased Moran's operatic Great Fills
of the Yellaastone for the Rotunda of the Capitol
Building in Washington, D.C., for the princely sum

ing enormous nterest in

of §

1000 n 1572. His watercolor paintings helped
convince key members of Congress to designate the
Yellowstone area as the nation’s fist national park.

Moylan's image of Mi, Morun und Thor Peak
literally reframes the subject. The skewed perspec-
tive of the artist's framing device (expertly inlaid
hardwoods) is an integral part of the artwork.
“This tightly controlled and unconventional frame
focuses attention on the constant pressure from
culturalforces, which shape landscape imagery. The
artis states sentiment to the effcet that *itis ot
the landscape that appears tightly boxed but how
people force and manipulate the land to fit their
needs and desires.” Moylan uses his unconven-
tional composition to highlight the artificiality—
the human constructs—of the American West. Inthe

delying any regular sense of perspective o logic

exploration of the American West, this comples,

o
Rostovsky, Epiphiay
Model 3 (decal, i, 4)
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Nature Boy
Elizabeth Dee Gallery, through Jul 31
(see Chelsea).
espite its title, this summer
D group show s surprisingly free
of bare-assed boys behaving
badly. Instead, gallery artist Doug
Wada has curated an intriguing cal-
lection of landscape paintings
{plus a few sculptures) by a bunch
of guys whoare mostly known for
anything but nature studies,

Jason Middlebrook steals the spot-
light with The Beginning of the End,
turning Robert Indiana's LOVE mon-
ument into a Stone Age lawn orna-
ment, complete with fake flora
sprouting from its crevices, Nature
versus artifice is also a theme in Peter
Rostovsky's Pueldle, a painted peeudo-
reflection of towering redwoods
reaching toward the night sky, in-
stalled on the gallery floor like a
small pool of water, and in Lawrence
Seward's fantasy snails sealing the
gallery’s walls, Alexis Rockman's
paintings are perhaps a little too pre-
dictable in this show, which features
somany artists for whom the natural
world is new territory.

For instance, Sean Landers, who is
usually identified by tirade-filled can-
vases, instead offers up Rewnited. .
(Steminer), a picture of twoapes lop-
ing toward each other at dusk, which
is filled witha muted pathos worthy of
the Hudson River School, Peter
Krashes soars with an image of 2
swirling vortex called Flight School
that evokes a view of land from the
cockpit of a plane spinning out of
control. Alex Ross (whose paintings
of photographsof clay figurinesare
rarely associated with natural won-
ders) presentsa lumpen formof atree
trunk, or perhaps it just looks like one,
given the context. In this and many of
the other selections, Wada suggests
that artists, like evervone else, take
summer vacations, But in this case, it
1= flight= of imagination, not car trips
orairplane jaunts, that free them from
the daily grind —Barbara Pollack
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ART REVIEW: A Seasonal Misration of Cultural Scope

City Hall Park

® ok ok

Next, City Hall Park, lunch time, the benches full of smooching lovers and office workers
picking at salads from plastic take-out containers. Passing families of out-of-towners identified
themselves by grappling with folded city maps on the way to ground zero or Century 21. Not too
many people seemed to register the sculptures discreetly tucked into the greenery. It even took
me a minute to spot Walter Martin and Paloma Munoz's "9 to 5" (1996): elegant bronze faucets
strapped to trees with bronze pears appearing to drip into bronze buckets.

Nearby, less inconspicuous but still little noticed by the lunch crowd, Peter Rostovsky's
"Monument” is an improbably steep and craggy mountain peak, about the height of a basketball
hoop. On top of it stands a small man wearing a business suit. Unless he is Clark Kent, he 1s not
going to get down from up there. I take that to be the comic message of the work, from 2000, but
I also wonder whether it was selected for this site because it can bring to mind the people who
died in the twin towers, or conversely, whether it was chosen despite that unpleasant association.

More conspicuous, "Witch Catcher" (1997) is Brian Tolle's sculpture of a chimney that twists
into a spiral at the top. Mr. Tolle designed the Irish famine monument a few blocks away. He
grasps the mordancy of ruins and memorials. I remember as a boy seeing a house burn down in
the country. Only the chimney remained. "Witch Catcher," notwithstanding its surreal punch line,
reminded me of that house poctically.
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‘ment, traditi “Myi isnot todiginto the past out
of interests (.., but rather b h reality that

il s profind mpactanis. A i you sl bring o the siface, many
possibilities open up to you." The artist uses relics from the past to build on
what exists and to change what has occurred thus far. For Kounellis, this trans-
formation process in culture and society is a prerequisite for rencwal, progress,
and development analogous to nature and its processes. This is apparent from
the window barricades, which at the same time deal with the theme of light,
which in the course of the day and thu

appears s a symbol of the force and movement of nature.

An anamorphosisisa disorted representation of an abject.Since it adheres to
rulesof| and
with the help of optical instruments, to look undistorted. Due to their surpris-
ing visual effects, anamorphoses were popular collector's items in princely art
and miracle chambers. Peter Rostovksy's work picks up on this tradition

desig: Do of a Wieruchicl o, v ot vom ciresgonda o hat
of Justas impetus to see and think

in structural and content-related analogies, Forg reacts in his entire ceuvre to
things that are already there. Transformation, thinking ahead, variation, and
paraphrasing—those are his methods of finding his own distinctive images.
Not without irony Férg counters the interior courtly architecture with motifs
which, obtained from the immediate environment, suggest a flecting mean-
inglessness. In the series, Forg plays with structural displacements and tense
relationships between colors and shapes. The different paintings are repetitions
which capture different states or phases of movement. They appear to be in
fluctuating movement and latent transformation; there seems to be a change of
state from one painting to the next. Férg confronts the metamorphosis of the
surrounding nature with pictures of transition.

‘The fundamental aspect of Katharina Grosse’s painting is the immediate sen-
sory impact of the paint, which was sprayed directly on the wood-paneled walls
and celing of lhc asymmcmcal comer room (ill. p.54-57). Colored patterns

(illpp. 16-117). He places amirror column at the center of imagein
green, brown, and blue tones. From a bird's eye view, the sp

morphosis shows a distorted view of Schloss Dyck, painted by the artist based on
a photograph, amid its luxuriant landscape gardens and surrounded by water-

outlines produced by acrosol sprays
pour from the windows toward people entering the room. A yellow-blue layer
turns in a violet section, which flows into a cloud-like mixture of red, blue, and
brown shades, bordered by radial strips of strong green and light blue. In the

courses. O1 the d d the cen-
terof the circular the palace
setting.

P used

P
in an image brochure into a small oil painting which he exhibited on the wall
next to the installation. The painting serves as a motif for a photograph whose
perspective he distorted in a precisely calculated way. It is printed over-dimen-
sionally on plastic and dissolved by the reflection on the surface of the mirrored
column.

he isintended to

appear “more objective” and “more real than the s imagination. By giving visual
i i fa perfect

tation of a mil i tial

di yellow strips and green- and pink-colored zones meet differ-

ent rust hues. Their intensification into light-containing gold suggests pre-
to traditional decoration.

The structure of the interior architecture is not only counteracted but also

emphasized by the application of paint on paneling and profiling, window

niche i This is inting i i feint

shimmer reminiscent of pink powder settles on the heating clement or the orna-
mental decorative molding is covered with paint dust. The genesis of the space-
dominating installation is written in the paint. The quick physical movement of
the artist when painting s evidenced by the horizontal orientation of the brush-
strokes and the seemingly fleeting application of paint. The unquiet structures,
characteristic of spray-paint application, set the entire room in visual motion.
The interplay between very delicate clouds of color, bright saturated surfaces,

ind seeming blurriness tof rapid film sequences, With whirlpools

presents it as an illusion. He reveals the illusionist level of the painting to be a
trickof perspective and counteracts illusionism as the visual reality of the paint-
ing.

Giinther Forg has inserted a six-part series of paintings into a stringently
arranged decorative system of wooden panels (ill. pp. 44-4s). Their color pattern
consistsof vertically arranged s and structures in various shades of gray,
livened up dhereand there

hit hapes, which in rapid

alternation give a thythm to the surfaces of the pictures, the painting gestures
are in evidence, as well as the different thicknesses of the paint and the move-
ment of the brush. Light and dark, transparent and opaque, seemingly far and
near zones follow one another, looking like flecting openings and obstructions
whichneithe atcact ot repel ones view:
At the installed painti th
reality of the space. On the one hand, Forg translates memories of the space and
its characteristics into the surface of the pamkd square. Thus, the elementary
dioth the wall panels, to
sion into fields and the arrangement of the lattice window.

vertical

their systematic
Onthe other hand, however, Forg refrains from the illusion of spatiality.
His paintings accentuate and liven up their

and vortexes, moving sections trigger associations with wind and gales.
Viewed fleetingly, the bold combination of glowing bright hues does not call to

But. i i the
olor , the dark blue-green of the
treetops and their the water, yell grass, and

the earthy brownish red of the marshy riverbank area form an immaterial refer-
ence system for the rapidly

constantly fluctuating pictorial space. The coloring looks as though it is swept
along by currents of air. Dynamic traces, spots, and shapes lie next to and on top
of one another, condensing into veritable color explosions, only to lose one
another again. In her installation Grosse lets forces become active, behaving like
the uncontrollable energies of natural phenomena.

With the presentation of selected positions of contemporary art, the cultural

history of Schloss Dyck has been continued up to the present. The artists
total work of art Dy

Alogie A i S i el ke i

ences to the f

media and strategies, intellectual links have been forged between the con-
temporary ealm of experience of the artiss and the event o building ardistry

he wood pancling—and

aware of their formal s of the interior

andnature. Th “natureas landscape’ina cor
ceptual way, and their representations pick up on the traditional topos. lllusion







PETER ROSTOUSKY

works in New York

0. St. Petersbu

My work attempts to reconcile a deep interest in history with a personal,
at times even sentimental, connoisseurship of popular culture.
| am primarily interested in how the most accessible popular images can

point to displaced cultural energies, ideological meanings, and historical
structures generally deemed extinct. | begin each project with the question
how are the images, genres, and experiences of the past available today?
What is for instance the contemporary image of heroism? How does one
currently experience the sublime? Or, what does a contemporary image of
utopia look like? The results are often surprising updates and pictures of the
present revealed as at once clichéd, yet rich with repressed cultural

meaning and transgressive possibility. Carrie, cites the signature shot from
Brian De Palma’s classic film of the same title. Caught within a moment of
seeming transcendence, the teenage psychic is depicted as both a young
virgin (her virginity literalized in the film) and a gruesome effigy. Examining
the way religious tropes inform even the most conventional genres of popu-
lar culture, this painting and the series of which it is part explore the deeply
traditional, even culturally orthodox, structures of horror film. In this manner
my work often attempts to reconcile a kind of

makeshift anthropology with an almost biographical interest in

today's popular culture.

— Peter Rostovsky

Selected solo exhibitions: 2002: Maze, Turin; 2001: The Project, New York; 1999: The
Project, New York.

Selected group exhibitions: 2001: Gio Marconi, Milan: Maze, Turin; 2000: The Project
New York; Rauma Biennale Balticum, Finland; Summer Show, Goldmar Tevis, Los -
Angeles; 1999: Untold Stories, De Chiara/ Stewart, New York; Paradise 8, Exit Art, New

York; Local Color, The Henry Street Settlement, New York

Carrie, 2002. Oil on canvas, 198 x 162 cm.
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SELECTED ARTISTS ON SUPEREAL AND HYPEREAL:

Ellen Harvey: Superiea is real only more so. Hyperreal
s even more real - outerspace real. Actually artis
never real. It's ol just o big fake. That's why we love
"

Karel Funk: The terms hyperreaism and superealism
aditionally have origins in the fist movement of
“photorealism.” Atists such as Chuck Close, Ralph
Goings. Richard Estes, and many ofhers, shored

similariies in the surt their pai thelr

v: My relation fo the
supeneal i complicated and not without @ fouch of
ambivalence. On the one hand, | certainly see the
formal Imperatives of hyperreaiss ke Chuck Close
and Richard Estes reflected i some of my work, and
in that of many artits of my generation choosing o
paint fiom he phofograph. Yef, hypeniealsrm's

‘polemics -its obstinate rejection of Abstract

ideas. They ol ried to achieve on objective
appiication of paint in a reaction to fhe “subjective”
of modern abstraction through @ photographic
source. Their subjects were often vehicies for the
process of painting. Process was primary. In the.

contemporary understanding of hyperreaiism and

‘s interioy n favor of he fteral
photographic copy. fs anfi-authorial and anti-
esthetic procedures of mechanicaly rendering, offen
arbitrary sublect matter, are very different, not only for
me, but | ciso suspect for many ofher painters working
now with the photographic or digitl image. Of

greater influence on my work has certainly been

superrealism, fhere is sil, in many cases. i
to @ mechanical eye that aliows the painter fo see
‘and mimeticaly fransfer information from a
photographic source fo the painting surface. But one
major difference is the subject of contemporary
hyperieal or superreal paintings. The subject now
appears fo play @ more celebrated role instead of

fading info @ banal backdrop and info process.

Ellen Harvey: Peter, how are you Superieal? Difficult 1o
say. except that | think you're sort of reinventing history
painfing at fimes - the place where painting used fo
show fhe past or the impossible. Here you are stealing
tight back from the movies

who,
Photography as a basis for painting, has deployed it in
‘@ smulationist manner alongside equally mechanical
abstractions in order to collapse the distinction
between the two and void the question of realism
altogether.

For me, it certainly never a question of “reality” fhat
is ot stake when choosing fo paint a reaific looking
image. Rather, it is a question of being faifhful fo this
secondary reality represented by the mechanical
image. this gross concreteness of the meditative fiter
complefe with its own codes of abstiaction and

styization. It this reality that infrigues me. anditis

SELECTED ARTISTS ON SUPEREAL AND HYPEREAL:

what | choose to freat “realistically.” having already
‘abandoned the question of the ontological status of
the object. On a procedural level, this resembles the

hyperealst position, but it focus is quite different.

spectace.

Ideally. | feel that | ke to work with images fhat are

symptoms of deeper cultural patters. They are

However, It may or
mechanical reproduction rafher than fhe photograph
11y fo capture this process o fying fo see outsice fhe
screen of culfure and representation, and never
coming quite close. This frustation of seeing or rying

by ingly globalzed
visual culture, and allude fo deeper curtents, deeper
structures. If images are the reams of society. |
believe they can be analyzed as such. This s what my.

painfings sef out fo do -fo catalogue and process

the edges of the
Uttimately dives my work.

Of course, the photograph is no longer what it used fo

Sometimes they come in the
form of kitsch, sometimes in fhe frappings of art history.
But whot they generally study s a truly novel form of

culture, an exponentially expanding labyrinth of

be either, and It is not or

Populsm that it was for the original Pop arfists or
Photoredlists ke Close, Estes, and early Morley. That is

iges sees and refers fo the ouside

fhrough so many versions of a picture.

why it portant for me to work

with fiimic, and now with digital images -as i fo Insist

1 am interested In maling

representational painfings fhat suggest what it feels

on the m inant
screen. My painfings now aimost always start out with

a digital study. g as

ke to in the world right now. It

seems o me that each year the world becomes more.

step befween me and the canvas. Callit Photoshop-

affected by
see It objects, relations befween things, and therefore

absfraction. The way |

realsm, a kind of composi that|

use, more in the service of allegory than of

Unlike '
offen use low resolution images, bad copies freated

ke sufficient fransiations of an olready flawed process

rien: and are
losing their substantiol makeup. Shopping, for

instance, used to be defined by the fact you hadfo
feave your house and browse amongst the bodies of

strangers. Now we can do it olone af a computer.

of seeing. | use o highiight

of \gness, (what makes a fhing or

[ fo

analyze and ciifique i, not just fo dwell on the.
o

er itis). of an object or experience
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Nauman’s Learned Helplessness in Rats installations (1988), as the
works of both artists portray rodents in a maze. In this piece, a mouse
is nibbling a piece of cheese on a small screen on the floor. As the
viewer draws close a motion detector is triggered and the mouse dis-
appears into a series of cardboard tubes. Placing speakers inside
these tubes creates the illusion that the mouse is traveling through a
makeshift labyrinth.

In a recent video installation, Robijns plays with the philosophical
chestnut, “If a tree falls in the forest and nobody hears it, does it make
a sound?” At the same time, he underscores the centrality of sound in
his work. An image of a single tree is projected onto a freestanding
screen, accompanied by the sound of a cutting saw. When the sound
stops, the screen falls to the ground. It’s a deadpan pratfall reminis-
cent of the life-threatening Buster Keaton stunt in which the actor
stood still in an open doorway and allowed the fagade of a building
to crash to earth around him. Like both Keaton and Nauman,
Robijns is “fascinated by very minimal gestures that can become
threatening.’

Gert Robijns was born in 1972 in Sint-Truiden, Belgium. He lives and
works in New York City and Borgloon, Belgium.

De video-installaties van de Belgische kunstenaar Gert Robijns zijn
het esthetische equivalent van de haiku. Ze confronteren ons met het
spectaculaire van eenvoudige ervaringen, zoals een vallende boom,
een zoemend insect, of een weghollende muis. Robijns hoopt dat ‘het
werk een accident kan worden, iets dat als het ware de toeschouwer
overkomt, zonder zich aan hem of haar op te dringen.” De fenome-
nologische benadering van Robijns verraadt affiniteiten met het werk
van Bruce Nauman. Mice (1998) is misschien wel een ironische ver-
wijzing naar Naumans Learned Helplessness in Rats installaties
(1988) — beide werken tonen knaagdieren in een labyrint. In Mice
zien we een muis die aan een stukje kaas op een klein scherm op de
vloer knabbelt. Wanneer het publiek het werk nadert, klikt een
bewegingsdetector, en de muis verdwijnt in een reeks kartonnen
buizen. Luidsprekers in de buizen creéren de illusie dat de muis door
een geimproviseerd labyrint rent.

In een recente video installatie speelt Robijns een spel met een filosofi-
sche kastanje. “Als in een bos een boom omvervalt en niemand hoort het,
maakt de boom dan een geluid?” Tegelijk benadrukt de kunstenaar het
belang van geluiden in zijn werk. Het beeld van een individuele boom
wordt geprojecteerd op een vrijstaand scherm terwijl we het geluid van
een zaag horen. Wanneer het geluid van de zaag stopt, valt het scherm
op de grond. Het werk lijkt een soort farce die doet denken aan de be-
kende, levensbedreigende stunt van Buster Keaton: zonder een spier te
vertrekken sluit de acteur een voordeur en doet de gevel van het gebouw
rondom zich instorten. Zoals Keaton en Nauman is ook Robijns “gefasci-
neerd door minimale gestes die een dreiging inhouden.’

Gert Robijns werd geboren in 1972 in Sint-Truiden, Belgié. Hij woont en
werkt in New York City en Borgloon, Belgié.
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PETER ROSTOVSKY

For Peter Rostovsky, there is no dichotomy between painting and
conceptual art. In his paintings, the act of representation is already
conceptual. It is an act of framing that demands to be seen as a com-
plex gesture of choice and reinterpretation, not as naive realism or
modernist reductivism. Rostovsky’s Transport, series, for instance,
mines the imagery of science-fiction films like Star Trek II and
Stanley Kubrick’s 2001: A Space Odyssey in search of cultural tropes.
Each painting depicts one highly metaphoric image from each film in
a sharp realist style. The portal Jodi Foster enters in Contact, for
instance, or the final psychedelic destination of the astronaut in 2007
are meticulously painted postmodern icons or hieroglyphs that indi-
cate the religious subtext implicit in the science fiction genre.

In recent works, such as Solar Eclipse (2000), Rostovsky explores the
boundaries between social and natural meanings, or myth and reli-
gion. In Casino 2001, Disco Ball, (2001) dishes up a familiar icon
and host of associations that come with it. However, the drab palette
Rostovsky has chosen suggests anything but a disco atmosphere,
instead suggesting the end of the ideals associated with it but which it
nostalgically continues to represent. The sense of freedom and ease it
invokes from the 70s is clearly not present today. Nude (2001), pres-
ents a nude male with head and groin pixilated, but otherwise classi-
cally rendered. It is a sly comment on the censorship to which images
are subject in the popular media. It is this conceptual underlay that
gives Rostovsky’s paintings their subtle yet fully palpable edge.

Peter Rostovsky was born in St. Petersburg, Russia in 1970. He lives and
works in Brooklyn, New York.

Voor Peter Rostovsky bestaat de tweedeling schilderij/conceptuele
kunst eenvoudig niet. In zijn schilderijen is de daad van het afbeelden
van dingen op zich reeds conceptueel. De handeling van het kiezen
van een beeld is een complexe geste die keuzes en interpretaties
inhoudt, en kan niet gebaseerd zijn op een naief realisme of een mo-
dernistisch reductionisme. Rostovsky’s reeks Transport bijvoorbeeld,
ontgint de beeldenwereld van sciencefictionfilms als Star Trek II en
Stanley Kubricks 2001: A Space Odyssey in een zoektocht naar de
stijlfiguren van onze cultuur. Elk schilderij uit de reeks is de afbeel-
ding van een sterk metaforisch geladen filmbeeld, geschilderd in een
zeer realistische stijl. De poort waar Jodi Foster doorstapt in Contact,
of de uiteindelijke, psychedelische bestemming van de astronaut in
2001: A Space Odyssey, worden pijnlijk nauwkeurig afgebeeld als
postmoderne iconen — suggestieve hiérogliefen die verwijzen naar de
religieuze onderstroom van het sciencefiction genre.

In recente werken als Solar Eclipse (2000) verkent Rostovsky de grens
tussen maatschappelijke en natuurlijke betekenis, en het domein van
de mythe en religie. Op Casino 2001 toont Disco Ball (2001) de ons
vertrouwde icoon van de disco en de associaties die deze oproept.
Geschilderd op de vloer in doffe, vale kleuren doet het werk echter
geenszins aan een discosfeertje denken, maar eerder aan de teloorgang
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SPOTLIGHT

CASINO 2001

MELISSA DUNN AND CHARLES GUTE

UCH Has BEEN made of the fact that there

are no clocks in casinos: they are self-con-
tained, timeless, climatically controlled zones of
sensory enthrallment. “Casino 2001,” the 1st
Quadrennial of contemporary art at S.M.AK.
(previously an actual casino), achieves a similar
effect. Despite, or perhaps because of the exhi-
bition's ultra-lightweight premise — Las Viegas
as Spectacle — it is unencumbered by any real
theoretical agenda aside from selecting sixty
young artists working in a visually seductive
mode worthy of The Strip. This is not necessar-
ily a bad thing. While thin on concepts, what cu-
rator Jeanne Greenberg Rohatyn has is an eye,
which counts for a lot, and like Dave Hickey's
“Beau Monde,” the exhibition is really about
what art brings her pleasure, resting more solid-
ly on taste than argument. Invited by Jan Hoet.
Rohatyn, a gallerist with no substantial curator-
ial credits under her belt. may seem a strange
choice to inaugurate a major new intemational
showcase, but she follows a trail blazed by Jef-
frey Deitch, whose muscum exhibitions were
highpoints of the "90s. Unlike Hickey s Santa Fe
exhibition. which attempted to bring sophisti-
cated cosmopolitanism to America, Rohatyn's
“Casino™ brings unabashedly crass entertain-
ment culture to the Old World, grouping inter-
national artists in a very American show.

90 Flash Art Jaxuvary FERRUARY 2002

The result is a refreshing antidote to
overblown concept shows and burn-out exhibi-
tions, like last summer’s Venice Biennale,
which leave viewers exhausted, understimulat-
ed. and looking for the exit. What “Casino™ has
is @ buoyant energy that delivers a much needed
pick-me-up to the art world. This is most evi-
dent on the main floor of SMAK — the nucle-
ous of this far-flung exhibition spanning four lo-
cations — a visually tight, successful grouping
that includes Olaf Nicolai, Angus Fairhurst,
Katharina Grosse, and Ben Edwards, all un-
leashing bold. supersaturated hues. Like Vegas
itself, the vibrant glitz can’t mask an emotional -
ly dark undercurrent. as in Tom Friedman's fes-
tive crime scene, Cameron Jamie's demented
suburban violence, and Nic Hess’s unusually
somber wall work that subtly references the
events of 9-11. The coherence breaks down on
the second floor, where works from “Casino™
are haphazardly installed among the permanent
collection, with a few facile juxtapositions (an
elegant alien carcass by Inka Essenhigh next to
a Francis Bacon) that add litle clarity overall.

Curatorially, the exhibition hits bottom in
an off-site underground bunker where video
works have been installed in raw, dank spaces
that, while evocative, have little to do with the
art. The “forced march™ pace of the flashlight-

Clockwise from top left: KEITH EDMIER &
FARRAH FAWCETT, The Space between You and
Me, 2001. Courtesy Friedrich Petzel, New York;
PETER ROSTOVSKY, Disco Ball, 2001. Courtesy
Jay Jopling and The Project, New York. MARIA
MARSHALL, I Should Be Older Than All of You,
2000. Courtesy Team Gallery, New York. KURT
KAUPER, Diva Fiction #8. 1997. Courtesy Heidi
Schneider/ACME, Los Angeles.

guided tour left no time to assimilate these time-
based works — frustrating, since some works,
notably Chilean artist Juan Céspedes’ lo-tech
mediations, seemed promising.

The exhibition redeems itsell'in the opulent
17th-century interior of the Bijlokemusem,
where many works — such as Maria Marshall's
unsettling, Caravaggio-like video tableaux —
are well-integrated amidst grand fireplaces, par-
quet floors, and massive chandeliers — though
Slater Bradley's trite video installation is unable
o command the majestic space it occupies.
Highlights here included celebrity cameo ap-
pearances by ex-Charlie’s Angel Farrah Faw-
cett (one of the only artists in the show bom be-
fore 1962) in collaboration with Keith Edmier,
and Jan Hoet, who, in a photograph by Malerie
Marder, once again upstages everyone — this
time by appearing in the buff.

At SMAK, Ghemt
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‘Who says MASTERPIECES CAN'T BE JMADE 17O ORDER?

THIS ONE WAS.
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Dear Readers of Cabinet,

Last Fall, the Portrait Connection asked you to volunteer descrip-
tions of yourselves as part of an exciting promotional campaign.
The Portrait Connection would now like to thank all those willing
participants some of whose portraits can be seen in the following
pages. Our classically trained artists worked tirelessly to execute
these masterful renderings, faithful to the spirit of your honest and
eloquent words. We thank you again for your participation and
your commitment to the enduring spirit of Art.

Sincerely Yours,
The Portrait Connection
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PETER ROSTOVSKY
THE PROJECT

The question at the heant of Peter
Rostovsky's recent work is one that
haunts many artists: To what extent must
o contemporary painter confront the
medium's long-running critical disman-
thng? On the surface, Rostovsky makes
use of a now-familiar brand of humor tw,
in essence, apologize for carrying on with
a practice that has routinely been wintten
off over the past few decades; the know
ing wit that infuses his work conveys the
requisite degree of skepricism toward the
discipline. Yet such qualifiers cannot hide
a senous attachment o techmique, the
very emphasis on craft that the parodic
gesture arms to undermine,

For Rostovsky, it's all a matter of where
you staned—in terms of both history and
the gallery space itself. In the middle of
the room was Amamorph, 2001, 4 seven-
foot-tall steel column placed on a circular
digital print of distorted snow-covered
mauntains. Reflected in the column’s shiny
base, the majestic scene snapped into
focus, looking not unlike the serting for a
Coors commercial, Here the sublime was
little more than a cheap gag, reduced as it
was to a knec-high image that wobbled
and stretched as you walked around the
sculprure, Two paintings in the show,
Epriphany Model 2 and Epsigifarry Model 3,
both 2001, also targeted the awe before
nature expressed by nineteenth-century
artists like Caspar David Friedrich and
Albert Bierstadt. In front of each canvas, a
small plastic doll (a slightly altered action
figure of X-Files character Fox Mulder)
stood on a pedestal facing the painting’s
sweeping view; one was a horizontal
seascape, the other a seven-foot tondo
painted in the uplifting style of Baroque
church domes, giving the viewer's mima-
ture stand-in a glimpse into a ixurious
parting of the clouds,

T'he paintings are well executed and
show off Rostovsky's considerable tech-
nical skills. And though the jokiness and
anachronistic sentimentality help distance
him from his historical predecessors (while

Peter Rostovaky, Anamorph (dotall), 2001, steel column, digital inkpst pint

column 84 x 13 %° diametar, print S0° diarmeler, Insiallslion s

also firmly establishing their influence),
this show wasn't eynical. [ts inheremt
skepricism seems more directed toward
acknowledging the fact that a painter no
longer has easy recourse to the unmed-
ated expression of heartfelr desire. Such a
sense of blocked access is metaphaorically
illustrated in the striking mne-by-six-foot
painting Eclipse, 2000, A large brown-
black blotch neary flls the canvas, defin-
ing the space inside as a lacuna, a gap ol
monumental proportions, Yet it also
holds up as a compelling image, withour
resorting to props like the dolls. Still, the
painting was placed in a part of the gallery
that prevented the viewer from stepping
back and observing it from a distance; the
silver funhouse column got in the way
Rostovsky seems to have set aside
his hesitanons in Bathers, 2001, a quiet
growp of twelve small panels hung in a
tight row. Each image presents one
person swimming just offshore in a trothy
ocean. The swimmers” heads are all in
the same location relative to the frame,
and the effect was one of dnematic repeti-
tion. The difference in tone and the lack
of clumsy destabilizing devices made
these works seem grounded, straightfar-
ward, even sincere. For a moment such
an approach no longer felt 50 obsolete,
—Ciregory Williams
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on the romance of a better
tomorrow bought by location—in
this case an exciting urban get-
away. Set behind a silhouette
of a magnificent suspension
bridge, radiating circles of grad-
ually lighter shades of orange
reduce the sun to a bright,
beaming target

If Untitled (Sunset) is
reminiscent of those gener-
ic posicards that sucker
tourists into buying a bit of
vista, Untitled (Housing
Project with Faling Leaves)
is ifs antithesis: a rueful
low-income diwelling where
one would not want to visit.
let alone live. The prison-
like, army-green building
streiches across the 8-foot
canvas, angled aggressive-
Iy toward the viewer.
somber gray sky looms
above and s reflected in the
windows, while two spindly
autumnal trees stand out
front, trapped in the struc-
ture's gloomy shadow. Less
ironically insouciant than
the ofher works, this paint-
ing is foreboding and
melancholic, and more psy-
chologically resonant as a
result. Without s presence
among the other works.
Alfred’s subjects might con-
spire to truly seduce us.

—Jane Harris

Peter Rostovsky

at The Project

Paintings that depict the beauty
and immensity of nature and
man's puniness within it were a
specially of Romantic painters
Peter Rostovsky's third solo
show at The Project was at
once a lampoon of and homage
to Romantic landscape painting

100, acrylic on canvas, 70 by 95 inches,

December 2001

He literally took man out of
the landscape by placing figura-
tive sculptures on chest-high
pedestals in front of both
Epiphany Model 3 (2001), a 2-
by-6-foot canvas showing an
ominous horizon of sky and sea

Peter Rostovsky: Epiphany Hodel 2, 2001,
mixed mediums, painting, 7 feet in diameter:
at The Project.

in gray and beige, and Epiphany
Model 2 (2001), a 7-foot-diameter
tondo depicting a pink and blue
e small male figurines
(about 6 inches high) were
dressed like modern-day hikers
and stood, a la Caspar David
Friedrich, on rocky. mossy
cliffs, looking onto the painted
vistas. From a distance, one
could experience perspectival
tricks of the eye as the figures
seemed to merge with the
canvases
In the center of the gallery was
Anamorph (2001), a 7-foot-high
column covered with mirrorlike
material. Surrounding it on the
floor was a doughnut-shaped
digital print of a barely discernible
image. In its reflection on the col-
umn, the print was transformed
into a panorama of snowcapped
peaks. Walking around this
pleasantly strange object, you
could see distorted reflections of
the other works in the room.
As well as recuperating ana-
morphic strategies of the Baroque
era, Rostovsky's art provides

fresh insights into the psyche of
the Romantics, stripping away
the maudlin aspects of their
time. It also hints at new devel
opments on the horizon—a
future of artficial environments
that may rival the natural worid
or, at least, distort our perception
of it. Despite its engagement
of seemingly antique genres,
Rostovsky's blend of digital
image-making, landscape paint-
ing, sculpture and installation is
very much of the early 21st
century. Max Henry

Laurence Hegarty
at Cynthia Broan
Laurence Hegarty has enough
occupations to keep three people
busy. He's a practicing psy-
chotnerapist as well as a sculptor,
filmmaker, studio-arts professor
and crifc. For his latest exhibiton.
he arranged an army of sculp-
tures on a diagonal across a
gallery floor, so that they were
vaguely reminiscent of the terra-
cofta soldiers that guard the tomb
of third century B.C. Chinese
emperor Qin Shihuang. But the
members of Hegarty's battalion
are misshapen and about 1 feet
tall. They're Snoopy and World
Federation Wrestling dolls—
disguised by gloopy red clay-
colored wax dripped all over their
bodies. In his press release,
Hegarly states that the figures
“appear 10 be covered in feces
{and] connect the Freudian signifi-
cance of childhood experience
fo . .. books and fims that have
affected us.” Prior to
reading what he wrote,
I thought they were
supposed 1o be cov-
ered with mud—from
the trenches, perhaps.

Hegarty's messy
soldiers carry pen-
nants, the majority
of which bear por-
traits of poets and
political leaders. One
shows the visage of
Charles Baudelaire
another, that of Emil-
ano Zapata. Mixed-
medium sculptures of
missiles and movie
cameras line the
army’s path. More
sculptures, one of an
airplane and several
of lightning bolts, hang

title of the exhibition,
trail behind the air-
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Peter Rostovsky, installation view, 2001.

Peter Rostovsky
The Project, through Sun 6
(see Elsewhere).

s the genre of 19th-century romantic
Inaturalism ripe for contemporary

satire? When Caspar David Friedrich
painted the lonely figure of a monk
standing against a bleak but majestic
seaside, or a church graveyard crum-
bling under time and weather, he illus-
trated the puny size of humans and their
creations against the vast, incomprehen-
sible and all-powerful force of Nature
(read: God). More than 100 years later, is
there a place for humor in this view?

Peter Rostovsky thinks so. In two
works here, Epiphany Model 2 and
Epiphany Model 3, Rostovsky pulls the
human subject out of the painting,

placing man literally “before” thesplen-
dor of nature. In each, a small male fig-
ure, sculpted in detail and wearing
hiking clothes, stands on a pedestal in-
stalled in front of a painted skyscape.
One of these canvases, a tondo, simu

lates a pink-and-blue Tiepolo sky; a
sense of awe is created by the colors of

a spectacular sunrise filtered through |

the stylistic splendor of the late Roman
Baroque. Rostovksy's Bathers (another
of several art-historical references) is
a series of 12 small canvases hung
horizontally, each with a single swim-
mer bobbing in foamy white-and-blue
ocean water. The beach isa place where
people can easily relate to nature; inter-
estingly, these are the show’s better
works, in which Rostovksy’s wit and
approach feel more, well, natural.

Among other optical phenomena he
explores are a total solar eclipse, ren-
dered here in a nine-foot painting, and a
disco ball that seems to absorb the
greenish background of its small can-
vas more than reflect any dazzling light.
Anamorph is Rostovsky’s own sublime
creation. The piece consists of a seven-
foot circular steel column standing in
the middle of a circular print of snowy
mountains laid on the floor. The printed
image is expanded and nearly unread-
able, but it is reflected almost perfectly
on the column’s mirror-polished steel
surface, on which the rest of the gallery
appears totally distorted. Rostovsky
might be gently mocking the discourse
of the sublime, but his work still seems
predicated on the age-old idea that art is
the great mediator between humanity
and nature.—Meghan Dailey
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Glenn Brown, Julie Mehretu,
Peter Rostovsky

The Project
427 West 126th Street, Harlem
Through June 30

A play of layered vision animates
this clean, low-key, three-person
show. The British artist Glenn
Brown, short-listed for the next
‘Turner Prize, is represented by
photographs of paintings by Goya
and Picasso that he shot from book
reproductions, then blurred into
soft focus. The new images are ab-
stract but suggestively organic, dif-
ferent from but still attached to the
paintings they came from.

The New York artist Peter Ros-
tovsky also moves between media,
but in the opposite direction. His oil-
on-carivas paintings appear to be
abstract but they actually depict
special-effects scenes from science
fiction films — a flood of light from
“Star Trek II.” a starburst from

€2001” — that the artist photo-
graphs from a television screen.
Here, abstract painting arrives fil-
tered through two separate popular
media to find its rarefied transcen-
dentalist reputation both sullied
and sustained.

If Mr. Rostovsky tackles the spir-
itual realm, Julie Mehretu seems
intent on creating an elaborately
stratified social cosmos in a diptych
titled ‘‘Arcadia and Bushwick
Burning.”” Bars of modernist color
float like continents against a neu-
tral ground. Drawn over them in
ink are webs of images: topo-
graphical maps snarled with archi-
tectural forms, sooty clouds of dots
and dashes like aerial views of pop-
ulation centers. The results suggest
a conceptual version of history
painting, with hand-wrought depic-
tions of loose data shifting and
weaving through cyberspace.

HOLLAND COTTER
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Glenn Brown, Julie
Mehretu, Peter
Rostovsky
The Project, through Jun 30
(see Elsewhere).

n the early '90s, critic Dave
IHickey wrote that beauty =

was the defining question
for contemporary art. Nearly
a decade later, artists Glenn |
Brown, Peter Rostovsky and
Julie Mehretu brush up
against this claim without ad-
dressing it head-on. Each dis-
trusts beauty but knows
better than to dismiss it entirely.

Brown is a “Sensation” artist known
for his fantasmagoric sci-fi paintings.
His work here is more art-historical,
consisting of small blurred pho-
tographs of famous paintings—so
blurred, in fact, you can’t identify the
original works. The lime-green Para-
notac—Critical Method is based on a
Dali image, for example. More recog-
nizableas a photograph of a painting is
Love, a tangle of cavorting arms and
legs that’sreminiscent of a Michelange-
lo. Compared to Ruff’s recent oversized
blurs of pornimages downloaded from
the Web, these much smaller images
pack less of a visual wallop, yet are
more hermeticand insidious.

Peter Rostovsky’s “Transport”
paintings also mine already existing
imagery—in this case, from sci-fi
movies like Star Trek ITand Kubrick’s
2001—but possess a psychological
tenor. You could call these conceptual
movie posters. Each painting depicts
one powerful image in a sharp, realist
style. The portal Jodie Foster enters in

Peter Rostovsky, Transport Series (2001), 1999.

Contact and the final psychedelic desti-
nation of the astronaut in 2001, for in-
stance, are meticulously painted as
postmodern icons, evocative hiero-
glyphs that point out the religious sub-
text implicit in the science fiction genre.

Julie Mehretu's abstract paintings
catalog different styles of rendering re-
ality. Recalling Matthew Ritchie’s
paintings, her large canvases Arcadia
and Bushwick Burning depict swirling,
chaotic vortices that contain every-
thing from pencil sketches and paint-
ings to architectural plans and
cartooning. While conceptually inter-
esting, they’re less visually compelling
than they might have been.

At some level, both Rostovsky and
Brown embrace aesthetic beauty as
much as they do quotation. By doing
so, they also risk being too pretty. But
this lends their works a sense of dan-
ger—the danger of being just beauti-
ful—that Mehretu’s safer paintings
lack. That, after all, was what Hickey
was talking about: beauty that’s not
pretty.—Saul Anton
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Peter Rostovsky

Vime vuosina olen tydssini

fiallseen muistin ja utopitiseen mielikuvituk-
seen seks maalauksen ettd kasitteellisyyden
Keinoin. Minulla on tapana hyddyntsa loppuun-
kulutettuja taidesuuntauksia ja Kitschmista
ikonografiaa, joka on yleista mainonnassa, ja
olen jalostanut naista aineksista ersanlaisen
Kiittisen vaikkakin mahdottoman historialli-
suuden, oka siaitsee ossakin saavuttamatto-
man menneen ja yhtalaila tavoittamattoman
tulevan valisessd tilassa. Esimerkiks teos Ve-
naléisen avantgarden muotokuva’ on aiheensa
utopististen paamazrien muistelo ja se on to-
teutettu Kiiscistd puupolttoa kayttaen. ‘Uto-
pia muotokuvat’ ~sarja taas esittia katsojan
jasenens kasvottomassa kollekiivissa, jota
yhdistas masrittelemitan visio.

Vil kuvattu Iahestymistapa edellyttéa
sen tunnustamista, etts on olemassa vairmia,
Jotka radikaalilla tavalla monimutkaistavat
suhteemme menneeseen ja madrittavat sita,
mihin olemme menossa. Juuri naiden voimi-
en takia olen usein Kayttanyt valokuvaa ja

Utilizing both -
egies, my work over the past several year
has focused on issues of historical memory
and utopian imagination. Often working with
exhausted genres and the kitsch iconography
that sometimes clads eincorporatedsideas,
have elaborated my practice as a kind of crit-
ical albeit impossible historicism ~ some-
where between the irretrievable past and
equall inconceivable future. For instance, a
piece like the ‘Portrait of Russian Avant
Garde', memorializes the utopian ambitions
of its subject using the clichéd medium of
wood-burning. While, the series entitled
“Utopian Portrats!, postions the viewer as a
member of a faceless collective unified by a
single,yet indefinable vision.

Critcal to this stance has been a neces-
sary acknowledgement of the various forces
that radically complicate one’s elation to the
pastand inflect one’s present orientation. It is
for this reason that | have often used photog-
raphy and such devices as anamorphosis to

Imi osoittaak-
seni, ettd muisti ja havainto ovat sattuman-
varaisia. Toisaalta neuvostokokemuksen aave-
‘maisuus on ollut minulle yhta tirkeds, il se
epsilemstta marittsa monisyistd suhdettani
lansimaihin ja Iantisen taiteen ominaispilrtei-
siin. Merkittavimmista identiteettia koskevista
ongelmista huolimatta tditteni temaattinen
Sisaltd ja hybridi muotokiel ovat taman mi-
nulle hyvin tutun monisyisen kulttuurisen
kohtaamisen valttamaton seuraus.

yand per-
ception. However, equally as relevant to my
practice has been a spectral sense of Soviet
experience, that no doubt conditions a com-
plx relationship with the West as well s dis-
tinctively swestern artistic practces Larger
question of eidentitys notwithstanding. it is
this broader cultural encounter that | feelof-
ten demands the thematic content and the
ybrized formal aspect of my work.

Thus situated, somewhere between an
indeterminate memory of the past and an
equally phantasmatic vision of the future, my
work attempts to negotiate 2 position that |
feel 0 be recuperative and progressive at the
same time. As such, it s a project tht insists
onits own contradictions Yet, il this po-
sition may often focus on the imits of such
a predicament, it also insists on revealing its
critcal and creative possibiities ~ accentu-
ating that moment of epiphany that often
lurks in the most familiar of places.

<Niin sijoittuneena jonnekin marittele-
mattoman menneen muiston ja yhta mieliku-
vituksellisen tulevaisuudenvision valile tydni
tavoittelee asemaa, jonka uskon yht'aikaa pa-
rantavan seki entiselleen etts entisestan. Sel-
laisenaan se on hanke, joka edellyttas omaa
ristiriitaisuuttaan, Toisaalta, vaikka se usein
saata painottaa omas rajallisuuttaan, se tuo
valttamatea esiin krittiset ja luovat mahdolli-
suutensa, korostaen sita akillisen ymmartami-
sen hetkes, joka usein pillee kaikkein tutuim-
missa paikoissa.

opiamuotokuva: Kt

“Utopian Portrits: Katie!
1998, il on canvas, 60 x 80 em
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ART IN REVIEW

Daniel J. Martinez
and Peter Rostovsky
The Project

421 Wiest | 26th Sireei
Harlem

Through April 18

This is the first Manhattan show
in six vears for the Los Angeles
conceptual artist Daniel J. Marti-
nee, who galned notoriety in 1993 for
desipning Whitney Biennial admis-
sion tags that read "1 can't imagine
ever wanting to be white."”

His light-hox photo diptychs here
are {ar less confrontational, but po-
litically charged nonetheless, In
each, a portrait of a young woman
is paired with an image of a tropical
flower shat against a distant city
view, The implied correspondence
between sitter and flower i a
touching one, though more complex
than at first appears. The girls are
residents of a Philadelphia reform
school where Mr. Martinez taughe
photography as part of a public art
project. The flawless-looking (low-
ers, photographed in working class
Loz Angeles neighborhonds, are, in
fact, artificial. Together they offer
an open-ended image about the cost
af survival if iAkospitable anviron-
ents.

Mr. Mariinez's art of social com-
mentary has, almost by definition, a
dimension of idealism, The young
Russian-born painter Peter HRos-
tovsky calls a series of his pantings
“Utopian Poriraits.” They are half-
length realist sivie pictures of
friends, seen (rom behind and book-
ing upward,

Om the opposite wall are smaller
paintings of what they might be
looking at, the sun breaking through
clouds. Nearby these solar epipha-
nies, the artist has installed a pan-
theon of Russian avant-garde su-
perstars of westervear — Malevich,
Lissitzky, Popova — thelr icomic
portraits executed in the kitsch me-
dium of singed wood.

Mr. Rostovsky has more work
downstairs, Including an R-rated,
mock-hercic, Komar-and-Melamid-
siyle homage (0 Rococo painting.
And Mr. Martnez offers two instal-
lations, ome tiled "'A Death in Har-
lem,” consisting of three exirava-
gant Afro wigs, black, brown and
blond, slowly spinning on a wall.

The exact meaning s opague, but
it's good to have this arist's rest-
less, zany and acerbic eve back on

ther scene.
HOLLAND COTTER
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