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STEPHEN BIRCH

Cosmos

Stephen Birch cast friends’ heads in silicon,
and installed the casts hither and thither
across the wall, like stars in the night sky.
The line up, all fellow artists and art work-
ers, includes Mikala Dwyer, Matthys Gerber,
Rosemary Laing and Birch himself. The work
could be considered positive. The field of
heads is like a constellation of like minds,
a thinking community, Birch’s personal art
universe. Like stars, the heads could operate
as kindly guides to navigation or support
more metaphysical inquiry. On the other hand,
they might be cast negatively, as severed
heads, creepy death masks, or trophy heads
for the collector’s wall. The heads could be
seen as ethereal spirits (as heads hovering
happily in space with no need of the body)

or as abject waxworks (as bald, uncanny, and
grossly physical). Heavenly or base, it’s
your call. Birch produced this, his second
version of COSMOS, to use in a collaboration
with Rosemarie Laing. In ONE DOZEN NATURAL
DISASTERS IN THE AUSTRALIAN LANDSCAPE she
photographed the heads in the Australian
desert. They appear in mid air (perhaps
raining down) and littered around poisonous
salt bores (as if that’s where they landed

or finally expired). The photographs could

be a comment on the 19th century explorers
that lost their lives attempting to map the
Australian interior, but there’s equally an
echo of Nicholas Roeg’s THE MAN WHO FELL TO
EARTH, of aliens who crash-and-burn.
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p mule dr
The Creative Act

When et al.’s Marlene Cu

11 was installing

her 1992 solo show McLeavey’s

Wellington gallery, inent dealer left
her in charge. When he returned he discov-

ered she had blonded his beloved chaise

longue using white paint. McLeavey cance

her show, trucked Cut ell’s w

"k back to

Auckland and sent the furniture in for

repair. Subsequently this ott dilapidated

in et al. installa-

couch began appearir

tions as a tribute to this instance of
vandalism. On one occasion the interior was
speckled with fly pupae, suggesting the

artist had opened a can of worms, or some-

thing similar.
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MARTIN THOMPSON

Untitled

Computers reduce big picture complexity to recognising the manual and mental processes by

simple yes/no decisions, albeit millions of which they are generated. The works are also

them. Martin Thompson works similarly. He rich in association. Stella Brennan is reminded

aph paper, filling in or of “stars, Pac-Men, and snowflake-patterned ¢

makes drawings on gré

or leaving blank the squares according to a knitwear”, Stuart Shepherd of “complex quilts,

mathematical plan, generating beautiful, radiating mandelas or patterns of pixilated TV
often trippy patterns in the process. Our static”. But these are parallels rather than

: \
appreciation of his works does not simply reference points for the artist, whose interest

£

‘ns, but in surely lies in the abstract logic of it.
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MLADEN BI

Hauturu.Doc

UMIC

Long ago visionaries created the Pyramid
Egypt d the Colossus of Rhode But nte
porary art also has heroic f designed
from James
Turrell’s RODEN CRATER and Christo’s WRAPPED
REICHSTAG to Matthew Barney’s CREMASTER
CYCLE. Such pr

to kick ass and up the ante,

set the scene for

Bizumi grandi proposal to relocate

Little Barrier Island (Hauturu) — the nature

reserve that protects many of our rare native
from the Hauraki Gulf to the

harbour of Veni It’s colonisation in

reve The proposal plays on New Zealand’s

desire to m a splash at the Venice

Biennale, and stakeholder expectations that

presence reinforce national identity and

rve Trade and Industry interests. Bizumic
absurd proposal might k everyone happy.
The video here, a wire-frame CAD animation
imagining the island on the move, makes you
think for a second it might just be possible.
Its languid soundtrack is an orchestral cover
version of the Rolling Stones’ UNDER MY THUMB
The ¢

owed down. stion hovering over

Bizumic’s pro : how rock’n’roll is it?










HANY ARMANIOUS

~Untitled Snake Oil

Traditionally casting has been used to
reproduce sculptures, but today sculptors
are addressing the process in its own right.
In 1969 Richard Serra cast the space where
wall meets floor with molten lead. (In Matthew
Barney’s 2002 film CREMASTER 3, he parodied
himself, using molten Vaseline instead.) In
1997 Mark Quinn cast his head in his own
blood, frozen solid. Rachel Whiteread has

made an entire career from casting neglected
spaces, under chairs and within to-be-
demolished houses. Hany Armanious has put his
own spin on the process in a series of works
using Hot Melt, a miraculous and versatile
casting vinyl. Armanious calls it “snake
0il”, suggesting an elixir, a wild-west cure-
all (perhaps a fix for all his sculpting

problems). The nickname also suggests a hoax,




something bogus.
Hot Melt into space,

Sometimes Armanious pours

forming inchoate blobs

and folds that betray the material’s qualities:

its viscosity, the speed at which it sets.

However, here he pours it into glasses,
ing the space that a drink — a magic potion
— would take. He turns out the solidified
volumes like jellies or cupcakes, perching

them atop the inverted glasses as dainty

cast-

plinths. They are a family of curious

comic characters: some blunt, some pointy;

some graceful, some squat. Surveying their

differences one notices odd things: for
instance a stalk cast in a long necked glass
slumps under its own weight. Recalling the

alchemists and charlatans of

metallurgists,
old,
potential of casting.

Armanious’ piece invokes the magical
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STELLA BRENNAN

Tuesday 3 July 2001, 10:38am

Stella Brennan’s stitch-per-p embroidery
( her iMac 0S 8 desktop took over a year
to do, and she ne¢ d help. A sewing circle

the digit

the taken to make it, the time taken to view it,
aft’s and the stretch of technological,

Bayeux

through the industrial revolutior

ly puts an










SIMON INGRAM

Frictionless Painting (Social Colour i: Space Painting #g 1i: Monochrome 1n C







SEUNG YUL OH

The Ability to Blow Themselves Up

owing up camera
their i sound T like gunfire.
that mome THE / UP is addic thing
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STEVI

Tyson

Steve Carr short films show him

himself. They are about how he gives and

takes his pleasure. He hands out ice creams

as Mr Whippy. He plays cowboys and indians
h little kids and lets them win;

him to the clothesline and squirt him

water pistols. He has a pyjama-party pill
ght with cute young girls, and demolishes

an old van with skater-boys. In scuba

he checks out bikini ba treading water.

TYSON, a motionle movie, has him on all

fours in standoff with dog over
a drool-drenched tennis ball. son left his
ball on the ground to tempt Carr, uming
artist would value it as highly as he
Carr play long. Neither will move
remaining fr , locked in an endgame
scenario. Carr mocks man’s best friend and
empathises with him, sharing in Tyson's

pl re.
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PETER MADDEN
LLeave >Ram Mount

Sue Gardiner writes Madden: “In his

secret and possibly idealist worlds there is
a marriage between danger, romanticism

strangeness, reason and sentiment... the fear

of catastrophe is always delicately 1lanced

by beauty.” Madden’s sentimental surrealism

recalls the work of Joseph Cornell. In RAM
MOUNT a kitschy plastic animal head, a trophy

on a heraldic wall plaque, has been feminised

with the addition long eyelashe black
ened eyes and tears. It’s a tle

Marilyn Manson. No horns are visible, seem
ingly usurped by a crown of nesting trompe

1’0oeil butterflies. These images have been

resemble real butterflie gh alter

native texts on their unde give the

game away. In LEAVE a pair of arded brown

brogues has also been colonised by butterfly-

imag the spaces once occupied by sweaty

feet providing an ideal habitat. Butterflies
start as caterpillars, and while their winged
stage is marvellous, it is also brief. That’s
how they come to symbolise transformation,
transient beauty and ultimately death. Madden
lingers on death a recent installation is
titled NECROLOPOUS but ultimately as an
affirmation of life. Death only makes sense

to the living.
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