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In 3 world of burgeoning technolo-
gy coupled with increasing dangers,
the notion of “Shelter,” the title of
Adrienne Qutlaw's recent exhibi-
tion, suggests comiort and security.
Outlaw’s work, however, reveals the
perils lurking within the implied
rest and protection. Selecting from
works of the past 15 years, curator
Terry Thacker assembled an ele-
gantly spare show that highlighted
Qutlaw’s overriding concern with
the duality inherent in humanity’s
need for protective cover, be it phys-
ical, emotional, or intellectual

Fecund Videos (2007) and Fecund
senies If (2007), flesh-colored cones
simulating human breasts, made
irreqular but agreeable visual pat-
terns across two walls, each disting-
tive in material and shape. Peering
into the “nipples” of the first group,
the abserver sees clips from stun
ningly beautiful biophysics videos:
the heartbeat of a fish, glucose
metabolism, cellular structures. The
other “breasts” encase miniature
sculptures of fantasy creatures con-
structed from cicada shells, fur, sea
urchin shells, and bugs, These
“bosom-incubators” embody security
and nourishment on the one hand
and potential danger on the other
should the mother fail to foster her
young appropriately.

Other works furthered the theme
but with an ironic undertow.
Alluding to the Lamb of God, Sach-
fice (1999], a monumental sheep-
skin cross, dominated a third wall.
Scores of sharp pins, points directed
at the viewer, trace a second “shad-
ow” cross within the outline of the
skin. The “shelter” of religion,
Outlaw implies, has a perilous and
ursuspected underbelly. Similarly,
Force (2003), a pillow on a pedestal,
seems 1o proffer the satisfaction
of rest. But a carefully crafted cross
of brass fish hooks is embedded
in the fabric, and something seem-

Above and detail: Adrienne Outlaw, Sheller, 2007. Steel, nails, and mirrors, 7 x 13 x 3 ft. Below: Susan Robb, Signal
Transduction Knowilgdge Environmeént, 2006, 4-channel audio, clay, speakers, and wire, 50 elements, installation view.

ingly benign becomes a potential
weapaon.

In Snelter (2007), twinned steel
cages rise to a splayed arch, tall
enough to enter, recalling not only
soaring Gothic naves, but also the
human thoracic cage {each cage has
12 steel ribs). One configuration
stands open, its graceful armature
repeated in the mirrored floor, But
the other, covered with protective
ballistic nylon, is pierced by more
than a million steel nails, their mina-
tory projections also visible in the
mirror below. Throughout these
works, Outlaw offers a waming that
those who ding to shelter—whether
religion or any other "secure™ envi-
ronment — refusing engagement in
the uncertainties of the present, risk
being impaled by that very shelter.

— Dorathy foiner
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Susan Robb

The Lawrimore Project

Seattle artist Susan Robb recently
neated things up with her imagina-
tive exchibition. In the plain and
humble installation Digester (2008).
she demonstrated that she stands

with those contemporary artists
whao infiltrate the polite concept of
art with deadpan truths of life.
Under the tall ceiling of a former
sign shop, white, tightly sealed con-
tainers filled with vegetable and
human waste (including the waste
of the gallery owner) produced
methane. When enough accumu-
lated in blue plastic drums, the
gas fueled a campfire set in the
center of the room.

Robb unifies her work with a sin-
gle mission, which is repeated

across photography, painting, sculp-
ture, and installation, Her installa
tions have the outlook of Arte
Povera, conceptual art made out
of worthless waste materials, but
what makes her work interesting
is the integrated music and sound.
Signal Transduction Knowledge
Emaronment (2006), for instance, is
a flower garden made of wire and
audio equipment, which emits a
whispering tone that echoes into
the distance, almost sounding like
birds flying away. This noise is

made by processing and heavily lay-
ering a whisper of words, “It's in the
air. It's in the water” Beyond Robb's
message —that we can learn (o
hear our world through a fabricated
communication system linked to
the environment —the work itself
exudes lyricism,

Robb sees violence in the trans-
formation of the world's ecology.
Photagraphs of her scarred body
exemplify that violence, and she
replicates the same message in
Using de Mania’s Lighting Rods, The
Animals Stage A Valiant Surrender
(2008). A lone pole with a surrender
flag made of white feathers, fur,
and hide stands amid a pile of semi-
transparent plastic rocks, forming
a marked contrast to that classic
image of the American flag raised in
conguest after a hard-fought battle
on the island of lwo Jima during
World War II. Nature still reigns as
the world's great equalizer, and it
can still unleash its thunderous
power to punish us with tsunamis,
hurricanes, and tornadoes. This
work is frail next to the scale of de
Maria%s confrontation with nature
in Lightning Feld (1977), or in com
parison to the ecological damage
caused by development, but Robb's
near-perfect, and amusing, combi-
nation of sound, technology, art his-
tory, and ecology could well bring
her work to the attention of the
international art scene

— Kazuko Nakane
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Claudia Aranovich

Empatia Espacio de Arte

Claudia Aranovich's work is a battle-

field, a dialogical relationship

of materials, message, artist, and

spectator. The pieces presented here
were made between 1993 and 2007,
in a variety of styles and materials.
Aranovich builds a bridge connecting
the past and the present, recalling

gur story as a society and as indi-

vidvals. Each work refers to

the organic: seeds, branches, logs,

Claudia Aranovich, Semilfas, 1994-2007. Wood and mixed media, installation view.

honeycombs, and fur are just a few
of her references. Everything seems
to be alive in these juxtapositions
of resin, polyester, glass, iron, and
steel. Aranovich encourages the
materials to nurture each other, to
mix and play together but, at the
same time, Lo keep their own iden-
tities. She is concerned with the
power within the materials, and
she establishes a dialogue between
organic and ideal or geometric
forms. Some pieces, such as the
“Flags,” are a cruel reminder of
Argentina’s soCial crisis in 2001.
Made of broken glass, the “Flags”
represent the fragmentation felt

by peaple in this country.

The “Relief Boxes™ enclose natural
materials, such as honeycombs, jux-
taposed with words such as “future,”
‘hope,” and “security” Matural life
seems trapped in artificial structures,
in a delicate and unified balance that
brings the entire piece into harmony.
Aranovich also uses photographs
printed on steel sheets or placed
inside logs and combined with lights
to balance artificial and natural ele-
ments.

In Aranovich’s work, geometry
establishes a balance or an ambi-
guity between irregular and ideal
forms, In the “Spheres,” exteriors
made of materials that suggest per-
fection, such as glass, split open to
reveal branches or roots; pod forms,
like the wooden Semilla 2, are made
of materials imperfect by natlure,
no matter what form or shape they

take. The same is true of Natural/
Artificial, a tower shape made of
lead, glass, and roots embedded in
resin that tilts away from the ver-
tical to suggest organic, rather than
architectural, growth

Aranowvich turns materials into
wvehicles for a story narrating the
tensions between human beings
and the surrounding world, both
natural and social. The balance that
she strikes between perfection
and irreqularity summarizes human
ambiguities and contlicts. Materials
evoke memories while suggesting
the origin of lite. In 2ll of Aran-
ovich's warks, we expenence tran
scendent essences through
an absolutely artificial presence.

Maria Caroling Boulo
fgowe
Ran Hwang
2x13 Gallery
Seoul’s dynamic art scene owes as
much to its rich cultural legacy as
it does to globalist trends, for it is
here that East meets West and
Japan meets China. The resulting
cross-fertilization is apparent in the
enthusiasm lor Korean diaspora
artists as well as in the burgeoning
presence of satellite organizations
such as the Seoul branch of the
New York-based 2x13 Gallery.

Ran Hwang, a New York-based,
Korean-born artist, was chosen for
the gallery's inaugural show. For
many years, Hwang has been creat-
ing works involving Eastern reli-

gious philosophies. However, for
this exhibition, she has broken new
ground: her work has always cri
tiqued religion by trivializing spiritu-
ality while depicting its appropria
tion by popular culture, but she has
recently intensified her concentra-
tion on aspects of commaodification.
Rather than dealing with religious
ideas, she emphasizes women as
they relate to the marketing strate-
gies of the fashion industry, This is
evident not only in her themes, but
also in her use of materials such as
crystals, buttons, threads, colored
wires, and other glittery elements
that reference fashion or jewelry.
Chandelier Woman (2007) consists
of a three-quarter silhouette; the
figure’s swan-neck is embellished by
a qold thread necklace, her upper
torso dotted in pearls, her ears
hung with large pearl earnngs, and
her head bedecked with a floppy
hat made of faceted crystals in the
form of a chandelier. The silhouette
i% cut out of Plexiglas and mounted
seamlessly on handmade paper. The
figure is reflected on the paper as
an outline, giving the impression
that it is drawn rather than sculpled
and thus blurring the boundaries
between sculpture and drawing.
Hwang's choice of commaon materi:
als can also be seen as an effort
to break down the boundaries
between everyday life and high art.
Garden of Light (2007), which can
be associated with Zen meditative
aesthetics through repetition, marks



