immense blossoms made
from fiberglass-reinforced
plastic that linger delicately
on a threshold between joy
and horror with their vibram
immediacy, overwhelming
presence, and saccharine,
poxlike patterning. At once
organic and cartoonlike, each
of the basic, five-petal flower
forms—~handpainted in clown
ish, multicolored, hard-edged
dots {(Kusama's signature)-
rested directly on the gallery’s
floor; at each bloom’s center,
an ominous pupil radiates
from an almond-shaped
the smallest stand four and a
er fifteen feet—Jook quite figu-
balancing on sensually sloping
res, as in much of her past art-
nting to performance aimed at
1f, Kusama shrewdly demon-
y subliminal threat,
new Infinity Net canvases that
id with a complementary serics
te a textured, dotted surface,
2009, typify those Kusama has
0 seem to vibrate, laying loopy
ack: another mutes such chro
wer a light gray field; and an
jon, 2008, stuns the eye with
As the dots that emerge from
vy the absence of brushstroke
re can begin to understand that
ty as an effect of a constructed
t composition of cardinal red,
quares licking inward toward
ng in the main gallery, further
100 tO negative space.
on of space, as a “way to infin-
wusama's mirrored objects and
ted in the rear gallery. Passing
nalf-square-foot mirrored cube
holes (or oculi) are cut out of
ments that offer several interior
ds her reflection is thrust into a
d light and infinitely repeating

LOS ANGELES

Simone Forti
THE BOX

Dance has long been overlooked in the art world., But in the past
decade, a handful of modest retrospective exhibitions have used the
gallery setting to redress the medium’s wide-ranging role in the post
war avant-garde, with institutions from the Musée d"art contemporain
de Lyon to the Walker Art Center in Minneapolis granting overdue
atention to the careers of such figures as Anna Halprin, Trasha Brown,
and Yvonne Rainer. The most recent subject of this renewed interest is
Simone Forti, who received a solo exhibition at the Box, a young gal-
lery committed to exhibiting underrecognized artists and that has, so
far, directed much of its focus toward fgures who established their
careers in the "60s. Forti began dancing with Halprin in 1955, and has
since worked with many of the most significant artists of her genera-
tion. After the premiere of her seminal Dance Constructions at Yoko
Ono's Chambers Street Joft in 1961, she became a rare fgure able to
circulate among the conceptually oriented Judson Church group and
the more expressionist Happenings scene, Forti's innovative use of
props, such as the incline affixed with ropes that dancers climbed in
Slant Board and the human-enclosing boxes used in Plasforms (both
1961) influenced the sculpture of her then-husband Robert Morris,
and she was called upon frequently to perform in works by Robert
Whitman and Robert Rauschenberg, including the latter's Open
Score, 1966,

Titled “Work in a Range of Mediums,™ the show surveyed nearly fifty
years of Forti's movement-based practice, and displayed a surprising

array of media: video and photographic documentation, drawings,

Simone Fort),
Angel (detall),
1978, hologram

S0 16%x 12%°.

OCTOBER 2009 247



REVIEWS

248 ARTFORUM

paintings, notebooks, artists” books, audio recordings, and a holo-
gram. The last—Angel, 1978—requires the viewer to circumnavigate
its cylindrical form in order 1o bring the artist’s body, an iridescent
pixie, to life.

Forti was formally trained in pamung whlle smdymg at Hunter
College in the mid-"60s, and d F
to her practice. Here, a suite of cighteen duvungs. mlcd Great
Thanks, Empty Words, 1984, hung in the exhibition’s first room,
revealing the artist’s careful attention o bodily forms and their indi-
vidual qualities of Inspired by Thoreau's nature studies
(which she discorered via John Cage), Forti made the drawings while
observing pigeons in Central Park; she reduced the birds® gestures—
standing still, lifting one wing, shaking tail feathers—to just a few ink
strokes. Unlike the indexacal mark-making for which her contempo-
rary Trisha Brown is known, Forti's sketches align surprisingly with
Maria Lassnig's semi-abstract body d gs {in which the
artist tr her physical into visual forms) yet work
toward an ows-of-body experience, a self-estrangement from the body
in order to rediscover it through the movements of an other,

Forti's work explores the limits of physical relationality, with the
body imagined as a kind of tuning fork to the world. To that end,
she has turned her attention not only to other species, but also to
how dance might resonate with current events. In her ongoing “News
Animations” series, begun in 1986, Forti seeks to “dance the news™
through improvisations that employ props such as newspapers or, as
in a 2004 performance at the Gerty Center, the American flag. These
objects become the artist's dance partners, and their associations

first half of the twenticth century, but
derailed his career by pushing what he
considered his, well, “serious™ art: a
body of work increasingly comprised
of stagy, erotic female nudes.

The historical tension between
these perceived poles was amplified in
a major retrospective of Queerbridge’s
work at the J. Paul Getty Museum
that featured more than one hundred
works, from early black-and-white
prints to the complex carbro- (a port-
manteau of “carbon™ and “bromide™)
process color works for which he
became most famous, The skin tones
of the nudes showcase the rich hues of
the latter, and by contemporary stan-
dards the majority of Outerbridge’s
“scandalous” images are rather tame;
most would look perfectly at home in
Vanity Fair—in either the advertising
or editorial section. Several of these—
including Nude with Claws, in which
a woman presses the blades of leather garden
breast and ribs, and Phoenix Rising, both 1937,
male bust sits atop a woman’s bare chest
face in favor of fetishistic attention to the fi

structure movement and speech. New perfe works p d
longside the exhibition show Forti thinking more deeply about lan-
guage cross-culturally in a time of extended political conflict. In To
Borrow Salt, which premiered at the Box just prior to the show’s open-
ing, written placards were hung on the wall and strewn across the
floor, performers spoke over one another, and Forti narrated her
ambivalent feelings toward pro-Iranian democracy rallies that have
taken place near her home. The intergenerational audience at these
events—Forti’s old friends mixed with emerging LA artists such as
Elana Mann and Vincent Ramos, nondancers w'hu incorporate move-
ment into their work—is one more well dication that if avane-
garde dance once struggled to be recognized within are history, we are
now entering a time when that will no longer be the case,
—Natilee Harren

Paul Outerbridge

J. PAUL GETTY MUSEUM

Is there anybody left who would question the viability of photography
as an artistic medium? With high-profile exhibitions of the Pictures
generation and the New Topographics group, and a slew of recent or
upcoming group shows of emerging artists working in and around the
medium, photography never seemed more serious as a medium—or
site of discourse. Even Michael Fnzd a major critic who by and large

hinting at symp shared with OQuterbrid
Man Ray and Marcel Duchamp. (The lawer
duction of Outerbridge’s elegant black-and-white &2
his studio and declared it a readymade.)
Paradoxically, then, the nudes anticipate m
commercial photography, while the work-for-hire
significant precursor for a diverse group of younge
, Elad Lassry, and Eileen Quinlan,
ted the codes and artifice of the
Ourerbndge s ublcaux are consistently ngoro-
mixing “textbook” formal refi (he red
Photographing in Color in 1940) with bottom-line
Coffee Drinkers, 1939, in which four men in b
wearing a gingham apron) gather in a modern An
actually photographed at a department store—a -
a dressed set and more space to accomplish the shot.
of Outerbridge's suill-life compositions feature fram
In Tools with Bluepring, 1939, an image of a house is
it appears either as a view out of a construction site or
to the wall; Imsages de Deanville, 1936, is similarly co
framed image of a “distant” sailboat and an assors
mcludmg a scalt-def) ing se;shcll and die, sitzated ind
On dg d from art history
Kandinsky, and 50 m) in both hls :omm:mal and ct
regardless of these ref
dtdmltd modemist who undcmood that one could

sidestepped three decades of art's develop after Mi i
eventually turned his attention to the once-lowly discussion.

Still, not every photograph quahﬁes 45 art—or even aspires to :ht
category. In face, given the exp of ph:
images, very few do. But photography's rclanvcly bricf hlslory is ﬁllcd
with many fascinating border skirmishes, and one of the most compel-
ling involves Paul Outerbridge, a master technician who worked suc-
cessfully executing elab d. ic still-life issions for
magazines such as Vanity Fair, McCall’s, and House Beasetiful in the

phic image, twice over: first, in front of the la
lhe lab. In retrospect, his “art™ and his commercial
parallel ways of doing the same inventive thing—wmaks
rather than taking them. This timely survey should be
Outerbridge’s valuable contribution at and beyond the
the photographic medium,

—Mici




