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mythology of broken dreams.

comeback attempt,” a fictitious

a world you once knew
Ultimately, “The E
Warld" is not an {a
ISt reverie but a melanct
arson'’s "19th cataloguing of Pierson's artiste
range and early influences. ltisa
grand gesture, ovarshadowed
by self-deprecation and ins
expressed in a grid of smu
graphite word drawings.
taunt Pierson in hi
and today: It's as if
KID has become SOI
OLD HOMO and the pro
achieving EVERYTHING YOL
EVER WANTED threatens
to end as ARTIST UNENOWN
—Emily Ellis Fox
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LOS ANGELES -«
Hugh Scott-Douglas

Bium & Poe // January 12=February 16

IT WAS A SINGLE still from the German
Expressionist film The Cabinet of Dr, Caligart
that caught Scott-Douglas’s eve: The image
uses the unnerving visual technigue of mise
en abyme, whereby two mirrors face each
other, reflecting the same image back and forth
infinitely in ever decreasing sizes. The effect
distorts perspective and disrupts preconceived
notions of space.

The Cabinet of Dr. Caligari is known for its
highly stylized. two-dimensional stage sets that
reflect the delusional psychology and dream-
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within-a-dream narrative of its characters,
including Dr. Caligari and the murderous
sleepwalker he attempts to control, In homage,
Scott-Douglas borrows the film's title, turning the
gallery into his own soundstage with installations
created specifically for the space. The work
manipulates the venue's layout, mapping out an
untraditional, visually disorienting experience.
Commanding the largest room are 18
cyanotypes—computer-generated images
that have been subjected to the unpredictable
cyanotype process, which reguires 15 minutes
of sunlight to mature—printed on linen, stretching
18 by 37 feet in an undulating blue grid. The
results are lyrical, uneven, and improvised;
they are overwhelming when viewed in the too-
tight space, a partial hallway that Scott-Douglas
has crafted between the wall and a large
equipment shipping container.
This road case is the first of four that sit
in a row, each smaller than the last, mimicking the
effects of mise en abyme. The cases are sliced in
half and serve as frames for swaths of laser-cut
linen featuring a wave pattern (also derived from
the cyanotype files) stretched tautly across their
skeletons. Here, however, the shapes are precisely
rendered as a result of the use of infrared light
rather than ultraviolet, and their sequences
reveal a lack of cyan, indicating negative space.
In the second gallery two smaller evanotype
panels sit alone amid otherwise empty walls.
The reversal of scale is unexpected: These works
cower rather than dominate, The last gallery
features a set of slides that rotate in timed
15-minute intervals, exposing the various blue
hues that compose cyan in the exact time frame
that the cyanotype uses to develop.
Scott-Douglas’s attention is captured by the
mechanics of an image apart from its story,
yet here it is inevitable that the two become
intertwined. Much as the film employs mise en
abyme as both a visual and a narrative tactic,
Scott-Douglas has constructed his own contorted
imagery and psychological experience, Patterns
mirror themselves, scale flips, and colors are
revealed. Like Dr, Caligari's somnambulist,
the underlying commonalities become apparent
and then shift shape, taking on a life of their
own. The viewer is Scott-Douglas’s unwitting
actor, caught in a landscape that is cohesive,
vet unpredictable. —EEF

PITTSBURGH
Cory Arcangel

The Carnegie Museum of Art // November 3, 2012-January 27, 2013

“MASTERS® SHOULD HAVE further
embossad a commoen conception
of Arcangel's work—that it's noisa.
Intetligible and smart noise, but noise
all the same Indeed, the exhibition
carnes all the trappings of a slightly
redundant showing of an artist whose
noise has bequn to precede him,
whase crowd rounds the young artist
in anticipation of his latest mischief
A slim selection of iconic video
and time-based works are presented
here, as well a2 one new work and
a pithy performance. At first blush
{and so quickly on the heelaof a
major installation at the Whitney),
“Masters” appears like an adulated
encore to a set still ringing in the ears
This diminutive exhibition,
however, makes a close study
possible and it reveals the artist
as a more meditative figure than
typically suggested. Six video works
are featured in the entrance gallery,
where the ammangement of Arcangel's
clamor and wisual discord, such as the
hallowed Schoenberg performance
by YouTube cats (Dref Klaviersiticke
op, 11.2009), is tempered by a
balance of screens bearing the
beautiful scroll of his infinite "data
dump” (Data Dianies, 2003) or the
existential dnift of his Super Mario
Clouds, 2002-ongoing. In the most
placid of the pieces, VIZIOD XVTHEISY
LED LCD HDTV Screen Burn, 2012,
Arcangel attempts to produce the
ghost of previously viewed images
by presenting boring static text (the
artist's name and Screen Bumn's
caption) onscreen. The more Pop-
inspired, abstract patteming of
these videos (matched by another,
Permanent Vacation, 2008, just
outside the gallery) suggests the title

track of Arcangel's Sar
They camy the visual em amd
perhaps, too, the Iiteral embodiment
of "the sound of silence

The ambitious A
Underground Dance
of Recorded Sound,
epitomizes this unlike
An archive of more than 500
each listened to, docur
and rated by Arcange
catalogue a homags

closing night, Arcangel stepp
microphone in the Came
music hall, strapped on
didn't play a single note
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engaged ina conversatio h his

bandmates that ssemed
culture drift ("Who was t
from Herces?" "Connie so
“No, the cheerleader!”),
presented a rejoinder to Jr
famed 4:33 There may be a
babble clouding the airwan
if you step back and listen ¢ ¥
it's merely static. —Sky Goodden



