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of vivid color. However it 1s Si-
ler's small, conventicnalyy ‘ramed
drawings (In beth shows) 'hai
best meld his thougnhts about the
bram's achivihes and s actual-
zation of them. 3hghtlv bigger
than sketchhook leaves. they are
musingly  Leonardolixke, wiih
clear writing next to drawn and
pamted diagrams They are iess
calculatedly about. anc more ev:-
dence of. Siler' s working through
of his ideas.

The Encoded Monoiath {1880-
90)—shown at Feidman. where
he concentrated on the integra-
tion of emotions and aware-
ness—is the most memoradle
waork in either exbibition. Presum-
ably a "processmorph.” this 10-
foot stack of number-coded labo:
ratory drawers is filled (according
to gallery wnformation) with more
than 700 of Siler's drawings.
paintings and notations. These
columns steel condense nis
vast excogitations into a single
potent visual form.

—Ann Wilson Lioyva
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NEW YORK AND
NEW BRUNSWICK

Harrison Burns at
E.M. Donahue

and Rabbet
In two shows tast year. Burms
demansirated the range of nis

subect matier and the recundity
of his compicated producton
technigues. At Rabbet, in New
Brunswick N.J.. ne presented 20
canvases imost from 1985-89
but some from 1875-82) from his
series of dark-toned "black paint-
ings.” The works in this show
called  'Faintings Nor, o owere
mainty denved from still photeo-
graphs that Burns made from
television broadcasts ol such cult
B films as Murder in Malibu. Kiss
Me Deadlhy Cat Psople and
House of Wax
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Having growr up i~ & smai fos
ne earned about the worc la"ge
v through popuiar moveas oy
and magazines. Rather han re
pudiating such expenerces a
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too low for migh art
one of the first artists & M
incorporate TV and Hoihvwood
mages Into his work. Althcucn
Warho!. Rauschenberg and Bal-
dessari (among others: WwWOrkega
with found mages beicre him
Burns has devetoped his ¢
way of combining photoegraph
drawing and painting. FIs
of both dark and aght caint
since the early 7ds testily 16t
vartability of his methca.

in producing these wor<s. In
artist first makes charcoa. draw:
ngs based on the photograpnic
images obtawned from 3 civen
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graphed and proiected onic pa-
per, and a stencil of the 'rmace s
cut from the paper This 87enc:is
then applied in turn tc several
canvases that have been varoLs
ly prepared with grounds :hat
suggest the scan lings of fre
original TV image. ZSometmes
Burns makes anctner group o
pictures by cutling up the stenc
and collagihg it o canvas
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sources white noneihgiass ‘e
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maicing totally avstracted .
ts Qg as a hirs arme. o
“black paintings. particuiany.
the wioience o7 horior of
mage 18 enhanced Dy N Suls
gestion of ¥V glitches and gnosis
as weil as by ihe Zark pa
While these works cairy a hara
hitting rerminder of the cruaity &f
ife . 10 other sefes Burns s prads
dures  vield  brighter
pamntings. His newes? Zanvases
shown at BV Dorahus Zonio™
trale on bouguets 2F fowers
nspecially daffodils
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Joel Feldman: & Change in Order, 1990, woodcut on Okawara paper,

37% by 73% imches; al Sazama.
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=05 nciides pantings that are
quite  simslar to one  ancther
since they are made from the
same stencil of the same drawing
ot the same mage). his “muitl-
cles” are never identicar. He
Jses different backgrounds and
orients his images n various
~ays. and he employs a range of
different colors. Even m  the
black paintings  there are ac-
ually numersous colors, but it is in
:he brighter pictures that the art-
st's unigue color sense s Dest
displayed. Probably because of
nis partial color blindness (Burns
cannot visually distinguish  be-
tween red and green). he juxta-
00ses and Superimposes colors
oddly; he certainly doesn't run
the risk of making paintings that
are excessively tasteful. The
shaock of his color choices. to-
gether with the grotesquernie that
s Innate in the original televised
images. add up ¢ a very special-
zed kind of panting. Cne can
easily understand why Burns s
wo  most impaortant influences
are probably o2’ hlack paint-
ngs and Warhoi's silk-screen
works.  —Frederick Ted Castle

WILLIAMSTOWN, MA

Michael Singer at
Williams College
Museum of Art
Just as arctntecturai models de-
ine re‘ationships ot scaie. space
and perspective. Michael Sing
er's Artual Sernes 1990 (1986-50)
offers a maodel for contemplating
our positions I time and N
nature initially one saw only
rough  darkened-wood hali walls
~ the center of a capacious gal-
ey The front wali—its lapped
corners ang ilared siils suggest:
ing some anclent structure—was
nlank oxcept for low, horizontas
slits that afiowed gimpses of
smaii shapes and patterns on the
floor within  Cne was drawn
around the wall looking for a way
N But doorways in the other
three walls were only for look-
‘ng—not passing through
These walls formed a protec:
five husk around an assortment

of  ordinary  matenals—stone,
granite  copper. bronze and

wood--- airanged i tight geomet-
ric grids, casually stacked. bal
anced. suspended divided. sub-

merged of peaetrated The ar-
rangements  almost always
stopped short of formal ele

gance. there was ever another
layer. surface or juxtaposition
that imphed the randomness of

nature. The surfaces of the mate:.
riais were also mixed. They wers.
weathered  and  amorpro:.:
scared. roughly cut or highly 1
ished. Sometimes the me-
were cast inio facsimiles ¢
odd patterns in the natural r
rials. Whie the sefection o |
treatment of matenals seeme:t
idigsyncratic. the assembly zi
luded to the processes or forms
of geography. architecture and
archeoloqgy. Scored timbers re-
sembled grids mmniaturized by
distance (landscape seen from:
an airplane) and by intent {cl--
grams on  Dlueprints).
layered arrangements also
gested modeis of mountains .
underground lakes. futurnistic i
ies and ancient ruins, tectonic
plates and megahthic outcrop
pings—or real-scale rock-strewn
walkways and streets. The detr
tus evoked associations ranging
from cemetery headstones
costly scraps of pretentious ar
chitecture. In this elaborate &
ambiguous Installation,  Sin
seamer te focus on natural o
nomena and human artifac .
through a constantly shifting
ZOOM 18NS,

A sturdy bench along the un-
broken intenor wall offered 2
symbolic respite from this dizzy-
ing prospect. Singer started his
“Ritual Series” In the 18708 wilr
ephemeral. contemplative struc
tures woven of grass, branch’
and weeds hidden in the la:.
scape. The rules for percelvis
our complex world. he seems ..
say, are constantly evolving, anc
one might now need a more sub
stantial refuge from which to sor
them out.  —Ann Wilson Lioyd
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Otis Jones
at Barry Whistler

For mote tharr a decade, Otis
Jones has made pantings from
orecut slabs of 2-inch-thick bass-
wood, pieced together into ec-
centric verficals and slathered
with fextural patches of pigment
in unexpectec¢ color combina:
hions. The solidity and candor of
these works emulate the folk art.
oid tools and antigue furmture
that Jornes admires and collects.
Yet in probing issues of painting
vis-a-vie sculpture. these sub-
stantial planes reveal contingent
formal conceins at the same time
that they oresent themselves as
vivid Independeni objects  The
box paintings and drawings on
paper, all from 18980 that Jones



