SUZANNE SILVER
CINCINNAT

In Seaing the Fugitiva, Suzanne Silver enlists a mysteri-
ous vocabulary of powder, writa ne dear vinyl, Arid
art studic itus [Weston Art Galiery; Aol 11—June 7,
20081, Her installation is as abistractly exprass
semantically experimental in its anxious res
loday's unpredictable climate. In & room filled with Text
based works, el manages o emphasice the hetero-
lopic dimension of the gallery space, and lo direct our
attention to the minefield betwesn image and wnltan
language. She liverates the pictorial possibilities of
concrate varse, much as Stéphane Mallarme did with
dispersed words across white pages. In Lhis, Silver
srpresses her disinterest in and mi 15" and
text's typical arderliness. thal is, thair compliance ta the
page. Appropriating snippets of text about war ano
lerrorism. she permutes them in two and three dimen
sions, as il she could parse through the possitle motives
and mesnings behind the propaganoa and 15 codes.
She aiso slips small Jenry Holzer like cbservalions such
as “white lies/lack fruths™ into the exnibition.

Silver's aim is a critique of the "sinisler” inconsiston
cies of he present political landscape and its war on
abstract adversaries, In the installation, wincing oaths,
seulplural decoys rasambling bombs, and geslural
graphite and neon scribbies proliterate, crealing an
alternate universe where rrationiality, doubile meanings,
and ambiguities of fact 2nd substance yield unassuming
visual significance rather than pelitical certitudes,
What's more, she dissimutates The disguigl of her poli-
lics under the guise of abstracl exprossionist afterbirth,
The arimated puddles of Polock and the clamaring
abstractions of Kline lie still on the gallery Moar, beneath
drifts and s use of powder raises
issues of stillness, dematenalizalion, and An anxiety over
Her snowy floor improvisations are echeed in
murmurs from faint wall drawings, decellaged with
remains af evanescent debris. Reland Barthes ance
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oroduced so
&5 hot lo be & sign is vory guickly recuperated as a sign.
Silence itself takes on the form ol an image.” Silver Liter-
alizes Ihis asserlion and maore: the exhibition requires a
certain suspension of orescribed judgments, demancing
ot both the artist and ourselves 4 detinite implication

wrota on silenca, noling, "What is expressly

cat
in contrast to a2 federal gaverniment that notoriously
tao guickly, overstepping the bounds of fact info
cusatior.

Facing a pulsating white naon sign that reads
Drawing a Blank." one expanswe wall nas been laft
nearly blank. Here, the marxs are athereal, as it Silvar
ware drawing n longues. Spiritualily emerges through
Zon whiteness, establishing a contrast fo the problems
ol diction ang policy tackled elsewhere in the exhibition,

Bufping mifky-wihite and greasy-orown discs edged
with the various silvers of alurminurm foil and metal l2af
occasionally inferrup! Ihe parvasive w

vhiterness of Silvar's
work. Theso piles of shaped paintings are bodily ano
Al Focal melaphors spill inte The space of
Silver's anxiglies, yelding a guiel reckoring: what's
] 2 1 bullsnit, politicians tlinging shit, and
most of all the shil is Witting tne fan. lewish orlhodoxy
offers a Clossing meant to be uttered after dafecation

the asher yalzar—which encapsulates s dimension of
primal painting: "Biessed arc You Hashem... [whal
vities, ..

crealed within man mary openings and many ©

solpy oxcess that punctuates the exhibitions sparsa
ness brings the body sharply inle focus. Concarned with
much mare than the present war, ¢ faregrounds inyisi-
Biiity and hurmanity. Trrough inchoate fragmienis of orit
cal play, polibcal fervar, and spirduality, Sesing the

Fugitive's post-fallout inguiry collapses the satety of
intarnal revar

sround the viswear's feel
—Matt Morris

LIVING IN YOUR IMAGINATION
CLEVELAMD

Far Living in Your iinaginat sary exhi
bition, SPACES should be commended lor not falling
prey to anniversary culture’s often-lazy gangbang
methodology [April 18 July 4, 20081 Inslead, the
arganizatior smartly invited curator and Claveland
nalive Willizm Busia lo organize an exhibilion featuring
rew and recent works by artisls whe have shown at the

YEMUE In recent Years.

Busta's premise for Living In Your Imaginalion posi-
fions the arfist 25 exolorer of mamory and peychoiogy,
adventurer i1 tho imaginative landscapes that creae
rremory, and landscape arbist wha shapas that terrain in
ways both obvicus ang unknowatle. The aexhitition
swittly 2nlists a range of media, fram inflatable sculp-
tures to site-snecific minimalisl intorventions, painting,
phatograghy, and vidag.

Intentionally unavoidable, Billie Grace Lynn's White
Dlephants —Lhree  life-size, inllated  ripstop nylon
clephantz—grace the front af tho gallery. Thay are wryly
described as reprasenting “the elephant i the roarm,”
that thing—a memory, & past exparience—that over-
whelms aur ability fo think clearly. One lies on its side,
partially deflated, making them simuitanecusly epic and
pathetic, avatars of the potential banality and grandeur
ol imaginative lands

Oddly enough in an exhibition whare mapping is
such an overt coneelt, the ane work thal actually uses
maps fal's sharr, awkwardly disrupting the show's prem-
iz, Todd Devriese's collaged works on paper are polen-
tially caompelling notions poorly realized. Thair proximity
Lo lhe hilarious and poignart acrylic paintings of Amy
Casoy does not help, Modest houses depicted inim-
mlausicle scenarios—hanging wpside down Dy threads,
propped up on stills, clusterad logether, or suspendead
above the rubble of other houses—theay are baautifully
paintad, unselting nations of home, security, 2nd place
ma manner both jocular and guietly harrowing,
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