nlaced sideway » frame, front

and hack, and three more useless

delaminating

the trick of w at cross-

nore than

1 of

once, implying both a migratory

purposes to eac

history and a stasis, a mired

might find further

for this bl

¢ artist in tne

it the sculptures ar

SIMMSS PIECES are [as

with a fieres , Na-f

He [ikes to things like

neckfirst, and light bulbs bas

10 a Larges se

no ather method th

ipped layers of stout wire wi

s unction

The energy of the grocess manifests

itsell at first and persists

under close examination.

NEW YORK
Mel Kendrick
Madison Square Park

Commissioned by the Madison

:\II]' I:]U.

Kendrick's muls

qrace Madisor

Lawn for severs

\ he wanted to do a series,
and he carefully chose the pla

ment of and distance between the

individual work
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The works con
ck and white layers of

poured concrete, The layering, which

acts as a focusing device, suggests,

Liinatly of not, |

Irick’s usual w

from Keni {ng mate

rial of w Markers breaks

ground, while it continues the dis-
play of process that has been

his hallmark for more than three

ades

This was Kendrick's first truly pub

cwork, and its success as a publi

it affect

tho might nat go to

eries to see art, The scu prures

e also featured in v

eyond

11t world reaction

Casual interac-

tions in the park and fulfilled the

reEquirer siccessiul public

work, The individual pieces are quite

1all {about 10 feet high), so that

their stature an

nificance in Lthe mide

whose tall tre

of nature’s presence in t

of downt

As happens with K

works, the inc

sirate impressive

volume 1o be

of both interiority and
riority, with intimatio

1tness. Hol

ani ¢ 3
break into the solid walls of striped

0 the

Iding complext

gestalt, aswell as

to see through ti

Left: Mel Kendrick, Markers, 2009,
Cast concrete, work installed at
Madison Square Park. Below: Carmel
Buckley, installation view of “Trace,”
2009.

sculptures to the spaces be

them. Each work consists of

full of surp

> reveals th

particular g

from so

CINCINNATI
Carmel Buckley
Weston Art Gallery

Trace,”

evakes the spirit

1cing exhibitios

Sculpture



drawings, monotypes, and video, By

using objects and qualities discov

ered in a house and surrounding

jich she recently relo

wands t

cated, Buckley set forth a project as

dn Artist-cum aren

ieologist, Rather

than trying to re-create the entire

the place i whic h the viewet
[wao videos of

windtrack of the

neounters her work

trep follage with a ¢

early morning bree | birdsang

ire all that s needed to evoke d

The [RE chological
tone of these layered, partial spaces
15 palpable

fhe exhibition evades mimesis,

offering a series of w

ks that are

first of all themselves, only Turther

radiated by the honorific "art” Buck

»d conceptual artist insoltar as

alarge portion of her creative manip

ulation of the reco

place i the mind and eye. Her deft

controlled placement and orga

mization af mostly unaltered {anc
11

therehy unharmed) objects man

ages to imbue them with intent, To

take a th een at home

ng that has t
in one location and simply display it

n a new space would possess the

iscomfort of the

4 historical precedent that is
not recalled in Buckley's approach
Rather, what might be sensed

as the displacement of these forms

uch as the green tool shed uprooteg

from the artist’s back vard and

istalled i the space, s address

through tempered whimsy. The

shed, for instance, s presented atop
gold-papered cinder blocks that

glow beneath its rickety structure

fany of Buckleys alterations are
almost idden, such as golden

thread wrapped delicately around

jreas of wire caging or the replace

nent of a broken area in a wooden

baskel with similarly colored and

* (ISCOVERY Process,

| these minute details is to

Sculpture

yl objects takes

||-,-I |.|-:|:',

Decome 5o I
matters of reality that one finds
poetic or transcendent attributes
that were there to begin with

me prints in the exhibition also
operate as found objects in that
i|'|[“\-' are impressions of I_il||f_'ll'_‘f‘.'.
materials from the artist’s lite
Window screens and fly swatters
nave been inked with a mother

of-pear! shade, resulting in pale,

hauntingly minimal tra
another, arass-green print, a fabric

embossed with leafy patterns testr-

figs to the artist’s hunt. The

becomes all the more suggestive of
the outdoors in such a color

gd tone is summ:

The spirit

rized in a pair of five-gallon pla

huckets, overturned and fitted with

ckets

i metal

5 DF ruste

rworks, this piece is
\eft untitled, inviting viewers to

invent and intuit an explanation

ere as high

As jconic

Minimalism, tf twin forms are
augmented by their unknown but
apparent history, broken in by time
and use.

NAAarthon
Matthew

PHILADELPHIA

“State of the Union:
Contemporary Craft in
Dialogue”

Philadelphia Arts Alliance
“People often talk as if there was
an opposition between what is
beautiful and what is useful” Oscar
Wilde's summary of the debate
between craft and fine art still rings

true, even as definitions ar

stantly redefined and artists blur

een the

] lines

the remaining
Fiolds

sougnt

‘State of the Union,” which

comment an the dialogue
that connects art, design, and craft

also attempted to demonstrate

I the words of curator Melissa

Caldwell) that "craft has the poten

tial of questioning the boundaries

more

of its own canventions, &

so than other lields of contempo

rary art.!

Jeanne Quinn, A Thousand Tiny Deaths, 2009. Porcelain, balloons, and

string, 13 x 8 x 8 ft. Work shown in “State of the Union”

Many featured artists address the
Jin craft,

form dictated by funt

ecially

series of spaons,

and V{2006-08}, Haley Bates modi

orm slightly, rende

na

1 designs useless

d questioning how utility defines

Bates's Dissecl

SUCCESSIVE

teration, unt

reduced to a teardrop outline. Gord

e of Wood

Peteran’s A ¢

. a clever comment or

1 the materia
that the
ood first,

Peteran's table may se

i, but he takes the focus

tconsiderad s

theatrically contrasting the perma

1ence of classical forms with the
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