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West Bottoms neighborhood. As a result, the collective of curators,

ple
mammmmmmmmm
Stinemetz, maintained a large, shared studio loft at 1409 W 11th
Streed, in the West Bottoms (the site chosen for the exhibition), and
asked their studio partner, Mike Erikson to join the group. Rachel
Hayes, the fourth founding member, asked her roommate, Eric Sall
to participate as well, raising the number in the group o six
Eventually four more artists were selected: Leo Esquivel,
Andrea Hickerson (the group’s only student, a senior at
KCAD), Nan Bagby (the group’s only non-KCAL
graduate, from KU), and David Sindelar. Thus
Ten-Strong was born.

period, over the course of ten days, to
muake and install a piece of artwork.
To keep the whole exhibition space
“fluid” and avail-
able, each artist was also allowed

to “edit” the exhibition to accom-
modate her or his installation.

public for a final ten-day peri-
od (April 27-May 6).

their professional stdio spaces
on a daily basis, giving them a dis-
tinct advantage of unlimited time
over their comrades. Ultimately the
ru]cs were challenged in various ways:
Brian Steinmetz, the third artst to
install his work, felt unhindered by the
need to create a work of art specific to the
24-hour rule, and simply selected a previously
completed painting from his studio. Although pre- 58
‘existent, his large abstract painting responded well by )
dovetalling into 2 kind of 2-D diagram for David Sindelar's
installation.

David Stokes, the so-called second artist to be let into the space
for Installation, gnored the 24-hour problem in an altogether di-
ferent, though beautiful way Stokes decided to create 2 mural on
the room’s karpest wall, made up of hundreds of small red, white,
and bloe cellular shapes. The plece kept him paintng undl the end
of the show, and a good guess is that he Is still working on it

Neal Wilson, the seventh in line for the space, ook up residence
for his installation, using his bed and a selection from his wardrobe,
1o create his artwork. Wilson spent his 24 hours stitching together
a collection of (=shirts with humorous slogans, to make a quilt, that
was then hung in the air, tentlike, over his bed. The relationship
between the two was more evocative and engaging than @ separate
wall-mounted piece, a wooden panel displaying snapshats of the
artist wearing the same (-shirts used in the quilt, and two dissected
dress shirts of a predictable white versus blue collar variety, One
could enjoy reading each t-shirt statement, however, In reference to
the less-readable though more successfil tented bed.

Mike Frikson agreed (o be the tenth to install in the gallery space,
and chose 1o create an (mprovisational and collahorative plece, giv-
ing credit 1o the “Wings Foundation” (his other hree siudio part-
ners), Together, the four dashed our an entire cardboard crowd of
caricatures surrounding a functional ping-pong table (painted
orange for the oceasion). What you see is what you get in Erikson's
recreation room wrned sporting event. Created using mostly magic
marlier, spray paint, and aerylic, the installation appears (o have lef
litke tme for crafismanship. In cardboard cutont stiendance Is
everyone from T to Michael Jackson, lieering any would-be play-
ers as well as functioning (o contain .my siray ?Ing pong balls.

The six artists kept thed more or Jess
Jocalized In thelr approach to the space nnd (he surrounding works:
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Leo Esquivel, the first of the ten to install in the space, created per-
haps the most psychologically contained entry In the show. Esquivel
constructed a small room with four walls, a ceiling, and a floor,
using wood, carpet, a mairess, crown molding, and dear plastic
dnﬂnn.ﬂlsmmmhcsfnrmlnllmmmu:mmsymmml
about childhood, wi its di upside-down ag A
_Bynmw:mumﬂ&omudllngwmdwuhmmumn
baby-size mattress dlinging to the room's floor, overhead. Delicale

- red and blue lowers are printed on its dark yellow stiined surface.
alter-  This mattress “sits” on a dingy brown capet and draws you in and
up; before you realize it you're leaning into the plastic lined room.
The transparent walls help to avert a claustrophobic feel, while the
plastic’s utilitarian properties create a disjuncture with the existing
patina that leaves the viewer with a lasting sense of ecrie isolation.

Andrea Hickerson's photo projection installation was the ninth
plece to be installed, and occupies the smallest and least likely
spacein the ehibilion, though integrated the most eficiently A ceil-
ing-mounted slide projector casts her body image lengthwise along
the top of the room’s heat register, and on a cloudy day 1 was told
you could see her ghostly image. The scale of the variegated metal
in relationship to her horizontal pose makes for a most unusual bed

metaphor, also with a bit of creep.

Rachel Hayes beld to the 24-hour time limit, as the
fourth artist allowed into the exhibition space.
Armed with swatches of stiiched fabric and
foam, Hayes created 2 compaosition of uphol-
stered forms on one side of the room’s only
interior wall. Her stripes of opaque and
translucent fabrics, sewn into eccentri-
cally stifed shapes, puzze together
into a larger more suggestive form
appearing as a giant mask, or alter-
nately as padded bumpers for
some kind of strange wall-orient-

ed sport.

As the fifih artist to install his
work, Eric Sall remained true to
his medium of paint on canvas,

and claimed the only other
two-dimensional real estate
left in the space. Setting up a
temporary studio, Sall mount-
edablank canvas on the other
side of the interior wall, and
created a painting during his
2Z4-hour session. As it hangs,
_  the piece appears fully formed
and manages a strong pres-
ence, with a painterly mud that
negotiates around cautious
zones of brighter color.
David Sindelar took advantage
of space both inside and outside
the exhibition as the sixth artist in
line for installation, and introduced
elements of performance as well as
interaction. Sindelar wrned a portion
of the room’s floor into a puting green,
with mounds of artificial grass, while bob-
bing up and down across this landscape
were (he fruits of his labor. Chains of colorful
heliumv-inflated condoms were tethered fogether
in strands, hovering around the room, with counter-
weights in the form of green felt pads. Sindelar stationed
himself in the elevator, cnlisting passengers to add to his piece by
putting their name and phone number into an inflated condom dur-
ing opening night. When viewed later, however, most of these chains
were deflated among the mounds of artificial grass, and the unused
condoms, twist ties, and hellum tank scanered about left the whole
scene feeling like a bachelor party gone bad.

As the eighth artist 1o engage with the space, Nan Bagby intro-
duced several farflung ceramic vessels, staking out multiple zones,
In an attempt (o weave her work throughout the exhibition space. A
forest of crosscut tree trunk sections, which appear to be stacked
and glued with wa, creates pedestals for a body of ceramic work
that ultimately feels lost. The natre of ceramics and the obvious
length of process Imvolved put her work at odds with the ather
artists' brisk hing few relationships with them.
The best dialogue for er work was n s proximity (o Sindelar’s syn-
thetic grassy knoll, where her tree trunk pecestal and floral covered
vessel grated with (he artificial land: if just for

l
amoment.

There are (oo few moments such as this, of serendipitous relativ-
ity In an L\]I|bJ|jl]rl dl:au,n that ultimately limits the polml[ul for
such aceld 10 occur. Left ltivated, it under-
lines the group's cmltr.ldlmn; efforts in retaining autonomy in the
face of larger democritic opportunities, while further isokuing the
dissidents for whom sucl opportunities may never have been
Infended.

Nalive (o Kansas City both as a resident and as an artist,
Marcus Calu Is a new coniributor to the Review, He bas a BEA
Jrom KCAl, 1998 Patuting/Printmaking. Professional affilia-
tans {nclude assistant director of Sherry Leedy Contemporary
Art gallery, and ihe arl committee co-cbalr for Hope Care
Center’s awnval “Hope al the Crossroads” ard events,
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Joseph Nease Gallery
April 20-May 19
Christopher Leitch

The latest show at Joseph Nease Gallery
is 2 covey of current work by Lester
Goldman, and secures (his
gallery's role as (he local
conservatory of fasfy exhi-
bitions of reafly good paint-
ing. welcome to the ragbail
offers as lively and accom-
plished a group of paint-
ings, sculptures, collages,
and prints as one could
wish for, and more. It's
been a long time since one:
enjoyed onesell so much at,
and came away so enlivened
by, an exhibition, in this or
any other city. Can’t some-
one please build a Goldman
Museum — [ike Rothko in
Houston — so we can see
and revel in them always?

‘The space at Nease is
long and skinny, and exhibi-
tions there tend to follow a
sort of narrative line from
front to back. Goldman's
does, 100 Starting with
small brilliant collage draw-
ings mounted in juicy lac-
quered metal frames, one proceeds (o the
main room (eeming with large canvases,
then to the back room where several
quirky sculptures shuffle for visual space.
What's nice about this set up is that one
revisits work in the exhibition on- the
departure route, rather than beating a
retreat without a second glance. In
Goldman’s case this is a delight. His works

High Wire

Blue Belly Bulbs

are so Inielligent and comprehensive, they
contain all of painting without owing alle-
glance (o any part of history.

‘The exhibition develops themes of form
and composition he’s been at over the past
wemy years or more. Dense voluminous

amoebas, graceful as a corseted Sergeant
mistorneed&'mnnzu‘ldpulﬁnchd
scrotum, joslle with unplanned but definite
scrawlings and other almost-geometric
shapes in thickly textured Ukyo-e worlds of
variable orientation and ambiguous dimen-
sion like a wall at Alamira, all richly col-

ored in the arrant contrast and comple-
ment of a Moroccan breezeway. While
never actually abandoning his own earliest
mature themes — ungarnished humanist
narrative, scientific observation —
Goldman has accomplished somcthl.ng

jaded post
and cultivated a new, organic, vibrant,
expressive abstract painting. His composi-
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o give one the sensation of fying
4 dream. One read a story, once, where-
the only feasible human wansltion of the
swimming knguage of penguins was a bal-
With Goldman, it is the same. His puls-
ing blomorphs, andacious linearities and
hrobbing intensities of color can only pos-
sibly evoke a simultaneous creative
merely see a Lester Goldman painting; one
e paining

ohall” i

B, s b l
illustrated by Goldman

bio-forms and co-opted snippets
from nostalgic cartoons. Information is
communicated and actions are performed
10 no apparent climactic effect. Ignoring the
sequencing of the experience imposed by
the page-tuming structure of the book, ane
surmises a Joycian simultaneity in the vari-
ous pictographic re- and de-compositions
of the few forms introduced as ck

Review, Page 41, June 2001

discarded. Complementary in concept are
Profiles, a series of 12 vertically hung boxed
frames enclosing reams of legal paper
arranged as horizontal lines. These two
pleces showcase volumes of blank paper,
the individual sheets potentially used o dig-
itally download information, news and liter-
ature, conceivably replacing bound books
and the like at some point.
Referencing the use of slides as medium
of image are lighbox constructs containing
aluminum foil drawings within slide
mounts, arranged in gridike formations
(Sojt Plates, 2000). An occasional slide is
missing, forming a shadowed blank space.
Larger renderings on aluminum foil are
grounded in technological language both in
form and tile (Motber Board X, Mother
Board I, both 2001), reinforcing the new
age use of metal as host for endless thythms
of information. Juxtaposing this new, futurist
material are the many surfaces of cky and
paper, crealing a constant balance and flux
between the traditional and the cutting edge.

architectural forms are seen in works such
as Slow Clay (2001), in which Maggis sig-

Soft Plate (detail)

A Map for
Understanding
the World

Heather Lustfeldt

The qualities and nuances of language,
whether pictorial, written, or digita, are
comples, mysierious, and ephemeral. The
earliest known written language was devel-

(in the narrative and alphabetic senses). So
can the collages, paintings and sculptures
be *‘read” — exercising a similar buoyant
fearlessness of deconstruction and re-com-
bobulation in 2 momentary infinity.

The sculptures in the back room, while a
mixed bag, are largely as goofily self-confi-
dent as the paintings. Most of the pieces
here are rather painty in the nature of their
colors and surfaces; they appear to be just-
barely-three-d 1 of
Goldman's drawn and painted forms. While
sometimes impressive in scale (Sbe’s So
Lean), these are not the deus cum machi-
‘na accomplishments encountered at Grand
Ars in 1996. Occasionally, as in Base
Huidity or Copper Box and some of the
printed images from the book, there is a
verging toward a kind of expressionism
where amorphous ebullience is chilled bya
brooding biolndustrial confabulence —
Rube Goldberg meets Georg Grosz, siyling
their lovechild after Tim Burton. These
enterprises expand on the shadows playing

through the other works yet hidden in their
riotous densities.

So, Joseph Nease Gallery does it again.
Proprietors Joseph and Karen Nease have

managed, since September 1998, to pres-
ent one excellent show afler another, high-
lighting established and emerging artists
who predominately work with non-repre-
sentational abstract painting and sculpture.
leditor’s note: Leitch’s works on paper
bave been exhibited fwice at the gallery,
although be is not represented there.|
With a decisive market niche in a clty this
size, one Imagines such a well running dry
pretty quickly; gladly, so gladly, one Is in
error, The quality of Nease's showings s
oddly led 10 4 ot of nattering about some-
thing called “Kansas Cly Abstracton”
which s as annoying as any of the City-of-
Fountalns, Home-of-Barbecue, Birthplace-
obJazz-ype Chamber of Commerce colo-
nlal claprap clutiering the local con-
sclousness. Palnting, espectally Including
Lister Goldman, Is bigger than that
Crlstopher Leitch Is an artist and
desiguer working in Kansas Clly.

bythe 1 scripton
clay, 4th century b.c.), as a system of wedge-
like signs used 1o record commercial and

istrative activity. Egyptian hieroglyp
of these early centuries utilized writien sym-
bols as well, to articulate concepts, spiritual
belics, und ideologies of their civilztion.
We glean meaning and appreciate the art of
ancient language, but distance in space and

Marco Maggi:
Global Myopia
Kemper Museum of
Confemporary Art
April 13-July 8

time renders nuances of content and reason
inaccessible to our eyes and inwitions.
Marco Maggl creates meaning through
mutations, exploring the beauty and tran-
sience of visual language in his first solo
museum exhibition, Global Myopia, at the
Kemper Museum.

Maggi's hybrid language references an
intense, complex matrix of art, science and
digital technology. In the exhibition cssay,
Curator Dana Self describes Maggi's work as

Spring Song

“lyrical mapping” that “is an attempt to engj-
neer our experience, to mediate between us
and the larger world of signs and systems.”
Layered information upon computer chips
composing densely patterned yet limitless
space, DNA codes or aeral views of dities
are a few ways one may read Maggi’s ren-
derings. His is a built language of suggestion
and inition. Featuring delicately incised
lines on surfaces of clay, foil, paper,
Plexiglas, apples or steel, Maggi's art evokes
antiquity while reaching toward the future.

Maggi was born in Uruguay, and received
an MEA. from the Stale University of New
York, New Palz. In a recent lecture at the
Kemper Museum, he spoke of himself as a
“foreigner” unable to read English and
using drawing (he professes to draw 19
hours a day) as 2 means of understanding.
the world. As 2 “micro-artist,” Maggi finds
artistic (nspiration in technology, while
@vincing trepidation, if not skepticism of it,
through his work. He engages viewers
through sublle intimacy, the often small
scale and minute detalls of his works
demanding 4 certain attentiveness and
patience on the part of the observer.

Direct metaphor occurs in several works,
including a row of shriveled McIntosh
apples (Micro & Soft on Macintosh Apples,
1999) placed on a metal shelf and incised
with regular, but varied patierns of meticu-
fous lines. Overtly referencing Apple
Macintosh computers, the piece morphs
nature and science with altered and tattooed
apples — emblems of the temptation and
cost of technology. Nearby, 4 contemporary
scroll on a roll of il aluminum
foll (Untitled Reynold’s V, 2000), with

Whot will if lake o break the pieced heart out of its careful

Configuration?
What does love lock like anyway?

it lo wake al night nol watared down in overdrawn voices
m‘:’»ﬁ du:.wI: s:eolhagspucu and not the figure in the space,

o fall backwords in a dream

and realize il's a dream?

its, wet as lire, on he and of the [ine? !
m%ﬁ: oni:;s, the billowing of thunderheads, the crashing
of car info lamp posl, the slivering of bork from ree,

the waking suddenly with no reason?

Meanwhile, insecls reproduce themselves like breath,

Birds loasen the sky with flight,

D moon,
{ lop,

th::;:: g:l,en cracked Inside for a long Hme.

Each life a fransference of waler.

Each adl [usl @ way lo move light around.

slralus clouds sireak across the

and stones break apart so easlly that Its clear

Even knowing Ihis, why can’t the hearl stop asking?

Caryn Mirriam-Goldberg

Micro & Soft on Macintosh Apples

engraved patterns and motifs recalling
stepped pyramids and machinery, evokes an
aura of mystery and preciosity. Like a
papyrus, the rolled foil could be inagined as
bearer of secret recipes of rituals, but
buried and rolled within a cheap, if inde-
structible industrial material. A framed
work, Stereo Foil (2000), depicts similar
codelike symbols on a 21-by-17-inch flat
E"“‘“"‘i‘ﬁ»‘? il on foil Tiny,
meticulously mwmms emit a¥|
opulence, as the intricate etchings on sheets
of metal feel ready to be rolled with ink and
pressed onio & pape surface (0 transfer an
Image.

Evoking transcendent qualities of light is
Evit Shadow, revealing an elegant, curvi
architectonic form scraiched on a pane of
Plexiglhas. The form is transferred by light to
an enclosed, clay board, reading as an hom-
‘m"'lm‘:?chvwﬁmmnm
Sumerians and engaging light as conveyor,
medium, and elemental natural force hold-
ing secrets (0 time and space (ravel — the
traversing of dimensions.

Maggi works with series and repetition,
duplicating moifs, shapes, and constructs
Within many grids and stacked forms. In the:
middle of the gallery loor are 49 stacks of
white paper artungeeinagrid (et White
Dialogue, 2000). Alop each stack are dell-

few forming conective bridges berween the
plles, Small and understated, the tiny con-
structions are noticed in detall only by close
observaon, camoutiaged by the sea, of
white blocks. Bringing to mind the foor
pleces of minimalist Carl Andre, Great
WWhite Diclogue wso references the abun-
dance of paper manufictured, used, and

view peaks in Pencil Monologues (2000), a
series of four clay panels (25 by 19 inches
each) depicting 4 cityscape narrative span-
ning across the four framed works.

Gompnﬂrng
engraving techniques, hieroghyphics, callig-
raphy, mathematical patterning, and the pas-
sage of time is 24 Empires (2000), com-
posed of 24 aluminum rulers depicting con-
nective, linear designs in the manner of con-
jolned motifs rendered with dry point. The
separale metal bars hang freely and move
with the low of air. The individual elements
are self-contained, able o operate on their
own as beaulifl, if fractured componeas,
but are not camplete without being shown
with one another: Like excavated pieces that
have become separated from their original
contexts, the bars imply their interdepend-
ence while also revealing vulns
casily dispersed, thus altered in meaning
scen avay from the whole.

Myopic vision affects all cultures and peo-
ples throughout the history of the world.
dentifying 4 broad, inclusive world view at a
global level is impossible o achieve n @
completely non-objective form, as we are

ural

Papers, a national arts magazine based
in Atlanta, and is curatorial assistant at
the HER Rlock Arispace at KCAL





